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Prefaces 



The places in Venice which hold an intense, almost disturbing, fascination for 
those who venture into them are numerous. But there is perhaps nowhere one 
feels this more than in the narrow vaulted halls, flanking the patriarchal basilica, 
which house the treasures of Saint Mark. Here the fragile and precious symbols 
of empires now vanished have found their last resting place beside the trophies 
from the Alexandria of the Ptolemies, the Rome of the Low Empire, and Byzan- 
tine and Frankish Constantinople, all put into the service of the Most Serene 
Republic of Venice which had conquered, enriched and conserved them. It is 
therefore by the greatest of favours that the treasures of Saint Mark have, for 
the first time, been able to leave their Venetian sanctuary and be exhibited 
outside Italy. 

The principal purpose of these treasures is certainly religious: these gems, set in 
gold and silver-gilt, are liturgical vases and the pieces in all shapes were made, 
used or even diverted from their original function, to encase the innumerable rel- 
ics which, as much as the jealously-guarded secret of the channels of her lagunes 
and the power of her navy, protected Venice from her enemies. The contempor- 
ary visitor may be astonished by this accumulation of holy relics, and may even 
be irritated at what might seem to him an inversion of values such as the reliquary 
holds, in his eyes, over the relic. To understand such a collection one must take 
into account its fundamentally religious character. 

However, it is undoubtedly true that love of beautiful objects also guided the 
Venetians' choice, eager to adorn their Basilica with the richest and most pre- 
cious items that the Mediterranean world could offer. It was not by chance that, at 
the time of the Sack of Constantinople, Venice managed to acquire in its share of 
the spoils, the rarest gems, the finest enamels and the most exceptional pieces. 
No less significant is the presence among the treasures of the reliquary-cross of 
Henry of Flanders, Latin emperor of Constantinople, since it is one of the 
most beautiful of the Western objects known from that period; and what can one 
say of the "Grotto of the Virgin" where a silver-gilt statuette, fashioned in the 
Venetian style, has come to give its own significance and name to an ancient 
temple in imperfect rock-crystal and to reduce a Byzantine basileus crown to an 
inferior role? 

The piece which best reflects Venice's attitude towards its Byzantine works, 
gained after intense battle, is perhaps the Pala d'Oro. Its size and fragility prohibit 
its displacement, but the same complexity and contradictions can be seen in 
many of the pieces presented; the Byzantine enamels set in mountings where the 
Venetian filigree plays its subtle games, become the main adornment of 
new objects. Amongst so much richness and splendour should one recall the 
importance of perhaps a more severe work? 

"Saint Mark's Throne", the origin of which and certain aspects of its function 
remain a mystery, fittingly recalls, in this exhibition, the role played by the legend 



of Mark in the history of Venice. The miraculous patronage of the Evangelist, 
companion of Saint Peter and martyred in Alexandria, entrusted the Republic of 
Saint Mark with a divine mission which justified all her audacity, gave comfort in 
her Eastern calling and guaranteed eternal life to the town which was built on the 
site of the divine vision. 



Hubert Landais 

Director of the Museums of France 



Philippe de Montebello 

Director of The Metropolitan Museum of Art 



In the fundamental work on the Treasury of San Marco that Hans Hahnloser 
directed about twenty years ago to crown a long, uninterrupted period of study we 
are reminded that, amongst the masterpieces of jewellery, enamelwork and stone 
carvings of which the Treasury is made up, the first Western works in silver come 
from the North, from the regions of the Rhine and the Meuse: there is a rock- 
crystal cross, another cross of pure gold signed by Master Gerard, and the silver 
plaque of the Christ Pantocrator which the author says was probably the work 
of the same workshop at Tournai that produced the shrine of St Eleutherius. 
Hahnloser puts forward the theory that, after the fire of 123 1 which destroyed the 
original nucleus of the Venetian Treasury, the craftsmen of the Northern workshops 
sent their works to Venice, or even carried out their work there on the spot. A few 
years after that fire, in fact, Venetian goldsmiths copied the Mosan decorations 
and became so skilled in working the gilded silver filigree of the North, which was 
previously unknown in Venice, that examples were still to be found around 1350, 
when this type of craftsmanship, which was even called opus venetum ad filum, 
had already vanished a hundred years previously. And Steingraber, in his studies 
on fifteenth century Venetian jewellery, draws attention to the typical Venetian 
use of colour in polychrome enamelwork on silver decorations, suggesting a link 
with the French and Dutch Gothic schools, and also quoting Zuanne Lion of 
Cologne as one example of those artists who, coming from the North, exercised a 
recognizable influence on this kind of art. 

In the Treasury of San Marco, therefore, alongside the imposing ranks of Byzan- 
tine or Islamic works and a few examples of oriental art, we can clearly trace, in 
the group of Western works of art, the existence of a thread that links Venice and 
its art with a vast area of European cultural exchanges, influences and contri- 
butions that constitute one of the most fascinating and most studied aspects of 
medieval art, and which show us that if, in a past age that, remote as it is, has still 
something to tell us, Europe, from North to South, was already a cultural entity - 
even when, with the dissolution of the Roman Empire, its political cohesion was 
lost - we have perhaps to return to all this and draw inspiration from it to find 
once again subjects and ideas as a basis on which to resume the common way for- 
ward. For this reason also, which is certainly not the only one, it seems to us that 
this exhibition comes just at the right time, facing us again, as it does, with the 
question of the influence that the intersecting currents of art have in a world that, 
in other directions, is deeply divided, and the character which the work of art, 
through the mysterious paths by which it penetrates and spreads, overcoming all 
difficulties and obstacles, never fails in the end to impress on an epoch and a 
civilization; and it seems to us that it, too, can remind us of our common and 
ancient heritage. 

It is certainly no coincidence that an initiative such as this one, that does credit to 
the countries that are respectively its promoter and its host, should have been 



sought, taken on and organized with so much enthusiasm by an Italian concern 
which, not for the first time today, has demonstrated its international vocation, 
and has to its credit an examplary list of initiatives in the field of culture that have 
taken place in recent years in the largest countries in the world. 
Not least for this reason, as well as for the highly, scientific approach and great 
ability of all those who have worked on the exhibition, to which this catalogue 
testifies, and above all for the intrinsic, exceptional importance and beauty of the 
works exhibited, the ministry that I have the honour to be in charge of has done 
more than simply express its agreement, it has made the exhibition in some way 
its own, adopting it as an act of national cultural policy; and it is as such that I am 
happy to present it to the public in the United States of America. I extend the 
warmest thanks to the Patriarch of Venice, Cardinal Marco Ce, and the Procuratoria 
di San Marco, for having authorized the loan of such precious works; and to the 
American institutions for the warm welcome they have given to this initiative. 



Antonino Gullotti 

Minister for the Environment and Cultural Heritage 



This book and the exhibition which it describes and catalogues mark the fulfil- 
ment of a project that was already taking shape in Olivetti's dreams at the same 
time as work was going on preparing the Horses of San Marco exhibition, which 
was held in the Spring of 1980 at the Metropolitan Museum in New York, where it 
marked an important stage of a grand tour that took it to six major cities in two 
continents. In fact it could be said that the two exhibitions draw their inspiration 
from the same source, and have a common subject; and that they are mutually 
complementary even though their time span differs in many details. Both exhibi- 
tions have their origins in an event that exerted a profound influence on the his- 
tory of Europe - the conquest of Constantinople by the Venetians during the 
Fourth Crusade, with all the consequences that that had on the development of 
art and culture, and on the history and civilization of Europe in general. They 
have as a focal point a unique edifice, the Basilica of San Marco in Venice that is a 
centre both of religious and civic life; a sublime fount of spiritual inspiration, and 
a monument to human genius. 

Both exhibitions are devoted to a specific theme. In the case of the first it was the 
origins of the mysterious Byzantine quadriga, which eventually found its way to 
San Marco and was displayed on the fa?ade of the basilica by the Venetians, to 
form the dominant decorative motif. In the case of the present exhibition the 
theme is a "treasury" which is probably a richer one, despite the ravages, fires and 
mutilations that accompanied the vicissitudes of the last years of the Venetian 
Republic (historians have written of the 537 kilograms of gold and silver obtained 
in 1797 by melting down religious objects, not to mention the precious stones 
and pearls taken to pay the running costs of Bonaparte's army). This treasury is 
also, perhaps, unequalled for the rarity (and in certain cases, the absolute unique- 
ness) of the objects which it contains. Both exhibitions embrace a varied spec- 
trum of figurative cultures, civilizations, and eras. 

The Horses of San Marco exhibition was concerned with Greek and Roman art 
and its influence on the moderns, from the Renaissance to neo-classicism (Pisa- 
nello to Leonardo da Vinci, Durer up to Canova). The present covers Byzantine, 
Islamic, Oriental and Medieval Western art, its different schools and aspects, tak- 
ing in a period which, with a few more distant ramifications, starts around the 
third and fourth centuries and extends to the period of the Renaissance and polit- 
ical supremacy of Venice. Beyond that point no further analogy or comparison is 
possible. I think that this exhibition provides telling proof that every human arte- 
fact is essentially unique, even in the uninterrupted, constantly renewed succes- 
sion of needs, attitudes, formal standards, ritual requirements, and the desire for 
self expression, coupled with that irreducible determination to survive which 
marks man's progress, from prehistoric times down to the present day. 
This collection of objects, originally created as ornaments or intended for reli- 
gious use, which we have been able to bring together here, is a collection of 



inestimable value, selected in accordance with the strictest possible standards from 
what still remains of the ancient treasury of San Marco (bearing in mind their 
state of preservation and the difficulties connected with their transportation). It 
constitutes in fact one chapter of a story that is totally inseparable from the story 
of Venice - the initiative, developments, influences, contributions, cultural cur- 
rents, and the expression and manifestation of power - that has made the Basilica 
of San Marco what it is. But, first and foremost, this collection of objects must be 
seen and studied for itself, and for what each work of art which it contains repre- 
sents - its origin, its special history, significance and symbolism, its unchanging 
quality and its expressive value. That is what this exhibition sets out to do, 
designed as it is to isolate and display the individuality of each object by allowing 
it to be seen from close to and from all sides, and which, in its general layout and 
the way the available space is organized, brings out the unique significance and 
history of this collection of works of art that are separated from one another by 
great intervals of time, have such widely different origins, and are crafted so differ- 
ently, using such diverse techniques. 

It is easy to imagine the difficulties with which the realization of such an excep- 
tional event was surrounded. But in spite of the problems that had to be faced and 
solved, we have never been lacking in courage and determination. In the first 
place, it was easy to justify the temporary absence of these works from the Treas- 
ury Museum in Venice, in view of the restoration work and refurbishment that 
was necessary inside the museum, and which would in any case have caused the 
removal of these works of art from their customary place for a certain length of 
time. This provided a unique opportunity but we must also add that, circum- 
stances having made it possible, our proposal for a major exhibition presenting 
the masterpieces of the treasury of San Marco met with consistently warm - 
though nonetheless vigilant - acceptance from the Italian institutions concerned 
who were, I think, well aware of the very high cultural standards that mark our 
initiatives in the field of art. 

Our proposal was accepted in the first place by those in charge of this precious 
heritage - the Patriarch of Venice, Cardinal Marco Ce, and the Procuratoria di 
San Marco, together with its First Procurator Alberto Cosulich. Then by the dif- 
ferent bodies that come under the Ministero per i Beni Culturali - the ministry 
responsible for the cultural heritage - starting with the Soprintendenza ai Beni 
Artistici e Storici of Venice and its Superintendent, Francesco Valcanover, who 
had the initial responsibility for deciding whether this enterprise was feasible, 
and subsequently for defining and supervising the transport procedure; by the 
Comitato consultivo per i Beni Storici at the Ministero per i Beni Culturali, and 
its chairman Decio Gioseffi; by the Direttore Generale per le Antichita e Belle 
Arti at the Ministero per i Beni Culturali, Guglielmo Triches, by the Direttore 
Generale per le Biblioteche, of the same Ministry, Francesco Sisinni; and finally 
by the Direttore Generale dellTstituto Centrale del Restauro, Umberto Baldini. 
The Ministers who held office at the Ministero per i Beni Culturali during the 
preparatory and implementation stages - Vincenzo Scotti, Nicola Vernola and 
Antonino Gullotti - were kept in constant touch with the progress of the different 
operations - namely the identification and restoration of the objects, the ques- 
tion of whether they could be transported, the way the exhibition was taking 
shape as the objects were chosen one after another, and the negotiations that 
took place for the loan of the objects, within a framework of reciprocal exchange. 
To all of these are due not only our warmest thanks but also the expression of our 
admiration for the truly exemplary sense of responsibility and strictness with 
which each proposition was assessed, for the competence and dedication shown 



at all times in the service of the national heritage, and for the full final agreement 
that enabled the exhibition to take on the shape that we see today - a truly 
impressive collection of representative works from all of the cultures and eras 
included in the treasury, of which not one of the most important or rarest master- 
pieces is lacking, with the exception - for obvious reasons - of the Pala d'Oro, 
which could not possibly be moved, but which is documentated in detail both in the 
exhibition and catalogue which includes an important essay on it by Sergio Bettini. 
In the meantime, both in France and the United States, work was progressing, 
with the preparation of the catalogue and the organization of the exhibition, 
in collaboration with the institutions which were, with us, its co-promoters. 
Mr. Hubert Landais, Director of the French Museums, and Mr. Philippe de Mon- 
tebello, Director of the New York Metropolitan Museum of Art appointed Mrs. 
Danielle Gaborit-Chopin, Conservator at the Departement des Objets d'Art of 
the Louvre Museum, and Mr. William D. Wixom, President of the Department 
of Medieval Art and the Cloisters, of the Metropolitan Museum of Art, to be 
Commissioners for the exhibition, and an international team of specialists was 
set up to prepare the catalogue. 

These details make it easier to understand how this exhibition was made possible 
not only by international collaboration between scholars but also by both public 
and private institutions, civil and religious organizations from different coun- 
tries, officials and technical experts with different fields of responsibility, and an 
industrial firm that for many years has been conceiving and implementing cultu- 
ral programmes that have attracted the attention and gained the approval of both 
connoisseurs and the general public. As examples I might mention, in recent 
years alone, Olivetti's participation in the arrangements for the restoration of 
Leonardo da Vinci's "Last Supper" in the refectory of Santa Maria delle Grazie in 
Milan and, more recently, the restoration work at the Brancacci Chapel in the 
church of Santa Maria del Carmine at Florence, containing frescoes by Masaccio, 
Masolino and Filippino Lippi. Again, in the field of major international exhibi- 
tions, following the "Horses of San Marco" exhibition (1979-1982) and that of the 
restored Crucifix by Cimabue (1982-1983) - which was exhibited at the Metro- 
politan Museum in September, 1982 - there is the exhibition of Leonardo da 
Vinci's drawings for the "Last Supper" from the Royal collection at Windsor, gra- 
ciously lent by Her Majesty the Queen. After being exhibited in Milan, the dra- 
wings were on display at the Washington National Gallery in December, 1983. 
And finally we come to this exhibition of the "Treasury of San Marco" which - if 
it is permissible to attribute a scale of values where art is concerned - is from 
many points of view the most important of the various cultural initiatives pro- 
moted by Olivetti. 

After its stay in Paris (Grand Palais), London (British Museum) and Cologne 
(Romish-Germanisches Museum), the exhibition now comes to the American 
continent, where Olivetti has been present for many years and where the company 
interests are so extensive. However, on this occasion, we wish only to celebrate 
this event and, through San Marco and this exhibition, remind ourselves once 
again of the glory and universal genius of Venice, and immerse ourselves in a past 
which, as the splendour of these objects proves, is still vividly alive. 



Carlo De Benedetti 

Chairman of Olivetti 



The treasury of San Marco 



Venice and the treasury of San Marco 

Guido Perocco 



The treasury of San Marco, which contains the most precious objects belonging 
to the basilica, was a great source of pride to the Venetian Republic over the cent- 
uries. The objects were essentially for religious use, in the services celebrated in 
the basilica, but it is above all their value as witnesses to the vicissitudes of hist- 
ory which gives them their exceptional character. 

To see them properly, one has to try and look at them with the eyes of Venetians 
and foreigners of the past, who knew how to discover in these works of art, despite 
their modest size, the expression of an ancient beauty long treasured in Venice: 
the Pala dVro, sculptures, icons, chalices, enamels, vessels and reliquaries are 
all invitations to dream. 

The basilica of San Marco (fig. i), with the treasury which is its heart, became a 
permanent mirage for the city of Venice - a point of reference for its future and a 
reason for aspiring to greatness and for feeling sure of its destiny. The basilica is 
intact, but the treasures which have withstood the adversities of time and history 
are but a fraction of what the treasury once held. They nevertheless form a docu- 
ment, regarded with the greatest respect over the centuries, not only because of 
its precious nature, but also because it accurately reflects the taste of the city as it 
became great and acquired the unique character it retained from the Middle 
Ages to the present day. 

One should read the accounts of visits to the treasury of San Marco, for example 
in the diaries of Marino Sanudo, the most important Venetian historian of the 
first half of the sixteenth century, who - in fifty-eight substantial volumes - chron- 
icled daily the public and private life of the Serenissima between 1496 and 1533. 
One should savour, as he did, the beautiful colours, the precious stones, the gold, 
the enamels, the filigree; one should appraise the fabrics - the damasks, the vel- 
vets and the silks - in the processions on the Piazza San Marco (fig. n), all through 
a detailed and penetrating chronicle sensitive to the pleasure of beautiful 
colours, golden reflections and the splendour of precious works of art, vessels, 
candlesticks, reliquaries, luxury caskets and silver plate, in a continuous exalta- 
tion of the imagination which made each precious object even more marvellous. 
The city constantly presented this spectacle as it prepared itself for feast-days. 
In another passage Marino Sanudo relates how, on 3 August 1502, the queen of 
Hungary came to San Marco to visit the basilica and view the "jewels" of the treas- 
ury. When her ladies-in-waiting approached to tell her it was getting late, the 
queen responded: "Who would not go without eating in order to see such pre- 
cious things?" (Sanudo, Diari, iv, col. 95). 

One could go on quoting indefinitely from the mass of accounts, facts and 
impressions. Beyond the vivid sensation we experience in front of a precious 
jewel, we should try to re-create the model which the work of art evoked, so 
that we can see it with the eyes of the Venetian artists who looked at it in former 
times: painters, sculptors, architects, craftsmen of genius, who, with a heritage of 
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patience, came close to perfection. On this point we cannot do better than quote an 
even earlier Venetian chronicler, Martino da Canale, who wrote (in French) Les 
Estoires deVenise, in a hundred and ninety-six chapters, at the time when Marco 
Polo was beginning his fabled travels to the Orient in the second half of the thir- 
teenth century. 1 Martino da Canale was a proud and enthusiastic citizen of 
Venice, who participated as a frank and vivid chronicler in the festivals on the 
piazza and in the church of San Marco, "which is the most beautiful in the world, 
and if anyone doubts it, let him come and see". He tells us, among other things, of 
the old mosaic on the facade of the basilica, which illustrated the translation of 
the body of St Mark to the cathedral (fig. in). In the accounts of the tournaments 
there are descriptions of the costumes worn by knights; in his account of the festiv- 
ities which greeted the election of the doge Lorenzo Tiepolo in 1268, there is a 
particularly vivid and colourful description of the precious works of art, the 
fabrics, silks, jewels, robes, furs, glass, gold, precious stones and everything that 
represented the essence of Venetian life at that period. 
The procession of the craftsmen as they go to salute the new doge and celebrate 
with him is incredibly vivid; they are all there and, as if in a ballet, await their turn 
to greet the doge and his consort: the locksmiths, the furriers (divided into three 
categories), the weavers, the tailors, those who made coats of wool or of cotton or 
of gold brocade, the master cobblers, the haberdashers, and other guilds, among 
which were the barbers, dressed as knights errant, and those we are interested in 
here - the master glass-makers, with their banner at their head, and "les honores 
maistres orfievres" (the honourable master goldsmiths). "The goldsmiths are 
clothed in precious robes, their heads and backs decorated with gold and silver 
beads and rich and precious stones: sapphires, emeralds, diamonds, topazes, 
hyacinths, amethysts, rubies, jaspers and carbuncles; and they dress their 
apprentices very richly." These stones remind us of the jewels which still glitter 
today on the Pala d'Oro and in the treasury of San Marco. 
In pride of place is the Pala d'Oro, the most important single work in San Marco. 
A sumptuous display of gold, enamels and jewels, it stands above the altar of St 
Mark, attracting the eyes of the faithful to the high altar by its physical presence 
as a masterpiece and by the spiritual meaning it seeks to express. 
The Pala d'Oro bears the names of four doges who assembled the Byzantine en- 
amels with which it is decorated, and who then gave it its final form - a rich but 
austere frame of gold and jewels. It was the doge Pietro Orseolo i (976), at the 
dawn of Venetian history, who had a first Pala d'Oro made in Constantinople; the 
doge Ordelafo Falier (1105) enriched it with new enamels, among which is his 
portrait, next to that of the Byzantine empress Irene. The doge Pietro Ziani 
(1209) assembled the most precious of the enamels and goldwork, immediately 
after the Fourth Crusade; finally, the doge Andrea Dandolo (1345) gave the Pala 
d'Oro its present form. 

During this period a large part of the treasure had been assembled, when Venice, 
as an independent maritime republic, began to establish political and commer- 
cial relations with the principal powers of the eastern Mediterranean and collect- 
ed in San Marco the most precious works of art of its long history. 
But, like the Pala d'Oro above the altar of St Mark, the works of art in the treasury 
have the power to reach beyond their aesthetic worth and assume with time a sig- 
nificance transcending their physical character: these are the symbols both of the 
city and of its spiritual unity throughout the centuries. The basilica of San Marco 
(fig. iv) has collected and preserved through so many vicissitudes not just the 

1. Martino da Canale, Les Estoires de Venise, ed. A. Limentani, Florence 1973. 
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I. The basilica of San Marco, after Luca Carle varijs, Fabbriche e Vedute di Venezia, 1703. 
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Pala d'Oro but the Virgin Nicopeia and the objects in the treasury, as well as titles 
of greatness which over many centuries attended the arms of the ancient Republic 
of Venice. The basilica of San Marco is the cathedral of Venice, but it is also the 
depository of the symbols from which the old Venice drew part of its strength and 
its faith in some of the fundamental concepts on which the Venetian State was 
established. 

The throne of St Mark, which is shown among the earliest works in the exhibition 
(no. 7), bears the sign of the power transmitted to Venice by the divine grace of 
St Mark the Evangelist. Over and above historical and philological concerns, it is 
of the greatest interest to examine the spiritual values which were attributed to 
this object and others in the treasury in line with the principles of religious polit- 
ics pursued by the doges and the Venetian government from the dawn of the hist- 
ory of the Serenissima: St Mark was destined by divine will to be the protector of 
the Venetian State and the guarantor of its greatness (fig. v). Everything had to 
contribute towards this end: history, legend, myth and relics, according to prin- 
ciples which were expressed in Venice with a warm enthusiasm animated by a 
love of country, in a wonderful interdependence of earth and heaven, and which 
were to shape certain profound and constant concepts. 
Venetian historiography exemplifies this persistence of thought: even at the end 
of the Middle Ages and even when myths were going into the crucible of a new 
age, it held to a constant course, which knew no deviation, until the end of the 
Republic. For historians, the throne of St Mark is a symbolic throne, a throne- 
reliquary of alabaster, probably given at the beginning of the seventh century by 
the Byzantine emperor Heraclius to the patriarch of Grado, Primigenius, and of 
Egyptian manufacture. According to Bettini, the throne, originally without decor- 
ation, was re-modelled, transformed into a reliquary and decorated at the begin- 
ning of the ninth century, at the moment when Venice took over the religious 
heritage of Grado, the seat of the patriarchate, in conflict with its neighbour 
Aquileia, the oldest Christian city of the Veneto. 

The presence of this throne in the exhibition reminds us of the Synod of Mantua 
of 828, and of the secular rivalry between Grado, protected by Byzantium and 
Venice, and Aquileia, protected by the emperor of the Germanic empire of the 
West, and then the seat of the patriarchate. Venice resolved the dispute between 
Aquileia and Grado in its own way: the arrival of the relics of St Mark the Evange- 
list in Venice in 828 gave extraordinary power to the young republic so close to 
the patriarchate. Venice would have to wait for centuries - until 1451 in fact - 
before the seat of the patriarchate was established in its lagoons, but the symbol 
of this power had by then been in Venice for centuries, for St Mark and his throne 
were in the basilica: the throne was placed behind the Pala d'Oro, in the centre 
of the apse, remaining there until the construction of a new altar in 1534; it was 
then placed in the baptistry. 

It is thus that the precious character of the completely Byzantine architectural 
space and its decorative unity is explained. It is a space which also contains the 
myths of the birth of Venice and of the heavenly predestination of St Mark to be 
the protector of the city and its maritime empire. The legends of the life of St 
Mark provide the subjects of the mosaics of the fa9ade, the atrium and the pres- 
bytery of the basilica as well as inspiring some of the enamels on the Pala d'Oro; 
they became in time the history of the country. 

Legend tells how St Mark was invited to Aquileia by St Peter to preach the gospel, 
but that, overtaken by a great storm at sea, he was forced to take refuge among the 
islands in the lagoon. In a dream an angel addressed to him the words which are 
engraved on the book held by the winged lion (fig. vi): "Peace be with you, Mark, 
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II. Gentile Bellini, Procession of the relic of the True Cross (detail), 1496. Venice, Gallerie dell'Accademia. 
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III. San Marco, mosaic in the portal of Sant'Alipio: the translation of the relics of St Mark. 
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IV. San Marco, interior. 
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V. San Marco, statue above the facade of the basilica (detail): St Mark. 
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my evangelist" {Pax tibi Marce evangelista meus). The legend is entwined with 
the story of his martyrdom at Alexandria, in Egypt, and with the account of the 
translation of his body from Alexandria to Venice in 828, in the time of the doge 
Participazio. 

The treasury of San Marco is immersed in this crucible, and our aesthetic vision 
cannot totally ignore the typically medieval aura of myth which has formed 
round it. It could almost be said that the government of the Republic of Venice 
had forged a crown for itself, ever more impressive and august, as the Serenissima 
felt the urgent and compelling need to exalt its origins and to find in St Mark the 
apostolic confirmation of its destiny as heir to the Roman empire. 
It is this same idea which can be found at the root of the Carolingian empire and, 
later, in a ruler close to Venice, the emperor Frederick n. The genesis of the 
basilica of San Marco was fed by these ambitions, even to the awe-inspiring 
architectural structure, which goes beyond tradition. Frederick n Hohenstaufen 
(1220-1250) could never be regarded by Venice as anything but a rival. 
Demus quite rightly recalls this fundamental concept in his history of the basilica 
of San Marco. Who could in fact regard themselves as the legitimate heir to the 
Roman empire? One of the proudest and most frequent claims in the history of 
the Venetian Republic was that Venice had its origin actually in the Roman 
empire, and that an almost direct bond with the grandeur of Rome fully justified 
the pride which the city felt in its own power. 2 The most immediate inspiration 
for this came from the medieval idea that there had never been a complete break 
between Classical Rome and the Holy Roman Empire, and that this extraordin- 
ary relationship had been formed particularly at Venice, in a Romano-Christian 
city; that is, it was born the antithesis of the barbarians who wished to destroy 
every vestige of Rome. According to a rather partial interpretation of this ancient 
Venetian tradition, there had never been a hiatus between Rome and the birth of 
Venice, a city built with Roman stones and Roman thought, and protected by 
St Mark, an apostle. It is absolutely clear why Venice insisted on this direct rela- 
tionship with a world which, from the start, was remote in time and which had 
been totally changed by events. But Venice was not alone in seeing things this 
way: the aura of the glory of Rome was such that it had never been forgotten by 
the great powers. It was from Rome that the broad principles of the law of the 
Holy Empire derived, as well as the moderating force which it assumed, as much 
at the summit of the temporal hierarchy, with the church at its side, as at the pin- 
nacle of religious authority; Venice, with its patriarchate in direct descent from 
St Mark, with Aquileia as intermediary, prided itself on being the faithful guard- 
ian of these laws, both civil and religious. 

Thus when Frederick n came to Venice in 1232, as Demus points out, he was 
received with cold politeness, for he claimed the same prerogatives as the Sere- 
nissima, as heir to the Roman empire. When a Venetian goldsmith was instruct- 
ed to make him a gold crown, the commission was discussed by the Grand Coun- 
cil in case Venetian interests might be injured by the transaction, at a time when 
even Constantinople was under Venetian domination. 3 As for the heritage of 
Byzantine power, it went back to Justinian himself, to the first Byzantine golden 
age, because Venice had grown up after the destruction of Ravenna and was built 
from stones from Aquileia and Ravenna. The presence of monuments from 
Ravenna certainly provided an ambitious precedent, a secret strength which, 
without the slightest doubt, manifested itself in the first Venice. The most 

2. G. Perocco and A. Salvadori, Civilta di Venezia, 3 vols, Venice 1973-6. 

3. O. Demus, The Church of San Marco in Venice, History, Architecture, Sculpture (Dumbarton Oaks Studies), 
Washington, D.C., 1960. 
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VI. The lion of St Mark, wood (polychrome), 15th century. Venice, Museo Marciano. 



VII. Constantinople (Istanbul), after the Chronicle of Nuremberg, 1493. 
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immediate impression of the city at its beginnings can be obtained above all at 
Torcello, where the cathedral is a perfect example of the type determined in the 
exarchate of Ravenna. 

Venice immediately showed, above all, a pronounced predilection for mosaic, 
which appeared for the first time at Torcello, as in other Adriatic cities. By the 
end of Late Antiquity the colour which could be obtained in mosaic was already 
imparting a character more abstract than naturalistic: a vibrancy created by the 
chromatic intensity of the compact matter and the luminosity of the gold grounds 
and by the different zones of colour which themselves take on a symbolic value. 
So eventually, the absolute ideal was achieved: a Byzantine art, but with the typi- 
cally Venetian accents of a Byzantine artistic province always attracted to the 
centre from which this art radiated, Constantinople (figs vii-vm). In the art of 
mosaic, and in the luxury arts, the link between Venice and Byzantium is at its 
most direct: the architectural influence is vaguer^ diffused, one might say, in the 
atmosphere of Venice. But many of the palaces on the Grand Canal, in their airy 
elegance above the water, have a certain affinity with the buildings of Ravenna, 
like the Palace of Theodoric, with its harmonic composition, or the cadence and 
rhythms of Sant'Apollinare in Classe and other buildings of that city. But for Bet- 
tini, the parallel can only be taken so far, "for in Byzantine art, decoration, 
whether for example sculpted or painted, forms a whole: to separate one from the 
other as if they were different arts is to a large extent wrong, for they are indirectly 
related and make up a unified and coherent whole". 4 

In Venice the cathedral of St Mark was not formed solely, in the Middle Ages, 
from the fruits of the earth and the artistic creations of Ravenna, or of the Caroling- 
ians or Lombards or those native to the Paduan plain on the shores of the 
Adriatic: among the civilizations which grew up on the shores of the Mediterra- 
nean, the Serenissima was privileged in that it appeared the best adapted to its 
own ideals - it made its own certain qualities which had come from afar, from a 
remote corner between Europe and Asia, Byzantium. 

Venice made a very special contribution to an artistic civilization which pro- 
foundly fascinated her, that of Byzantium. She grew in strength from this fascina- 
tion, taking it on, making it her own and consecrating it in the style of the basilica 
of San Marco, its architecture, its art and in the outward appearance of its proces- 
sions, its festivals and its historic celebrations, which had, as in Byzantium, 
a ritual significance. The most important works in the treasury of San Marco 
are Byzantine, but with additions that are always sensitive to Western styles, 
Romanesque or Gothic. The official model came from the East Roman Empire, 
which survived legitimately in Byzantium until the fall of its capital to the Turks 
in 1453. 

The Italian Renaissance fatally severed Venice from Byzantium in the very years 
when, through the invasion of the Turks, the ancient empire was collapsing. 
There followed a methodical conquest by Renaissance forms of certain details in 
the basilica, but this did not breach its fundamentally Byzantine stylistic unity. 
This came about in the quattrocento, a marvellous harmony of composition: it is 
only necessary to see how the Byzantine, Gothic and Renaissance styles have 
been transformed, in painting, at the hands of Giovanni Bellini. But in its most 
intimate and authentic structure Venice conserved her medieval heritage, the 
fundamental substratum, Byzantine, Romanesque and Gothic, which would 
never wear away, whatever the changes in style over the centuries, like the interior 
of a great convent built on the water, in the tangle of embankments and canals, 

4. S. Bettini, Venezia, nascita d\ una citta, Milan 1978. 
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VIII. St Sophia, Constantinople (Istanbul), interior. 
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IX. Vittore Carpaccio, Miracle of the relic of the True Cross (detail). Venice, Gallerie dell'Accademia. 
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such as the city appears in the plan of Jacopo de Barbari, made at the end of the 
quattrocento. 

Venice therefore assimilated, even in its costumes, some of the characteristics of 
a Christian Europe dominated by Byzantium, which stretched from the shores of 
the Adriatic to the Black Sea, to Kiev and Novgorod in Russia. The city even 
founded itself on these ties, growing up at the very height of this civilization, b e- 
tween the ninth and the twelfth century, at the same time ally and rebel. With the 
freedom of a maritime republic, she sought models outside her own territory, in 
works of art, the style they introduced and the archetypes they constituted, in 
particular for enamels, textiles, silks, damasks, mosaics, icons, miniatures and 
all kinds of precious metalwork. 

Today we see Venice despoiled by time; but the objects of the treasury rightly 
make us think of all the pomp which necessarily accompanied private life as well 
as the most splendid moments of the old Republic, a city of merchants desirous 
of objects from the Near East, a people fascinated by the brilliant and intense 
colours of the enamels, the rare and costly fabrics, the purple silks, and the 
marbles from distant places. Because of this varied and many-faceted symbol- 
ism, of colours, precious works of art and even architecture, "enlightened foreign- 
ers", driven to a kind of exaltation, thought of Venice as a part of the Orient, more 
a creation of the imagination than of reality. 

The painting of Paolo Veneziano, in the middle of the fourteenth century, was 
born of this chromatic background, this passion for colour, an essential prelude 
to his greatest achievements. Certain pictures of Gentile Bellini and of Vittore 
Carpaccio have as their subject the city on feast days: in them can be seen objects 
from the treasury, which figured in the ceremonies, the pomp, and the festivals. 
Let us choose from among all these pictures the celebrated Procession by Gentile 
Bellini (fig. n) and the Miracle of the Relic of the Holy Cross by Vittore Carpaccio 
(fig. ix), belonging to the cycle of works produced during the last years of the 
quattrocento, to illustrate the two miracles which occurred during the solemn 
translation of the relic of the Holy Cross to San Marco and to San Giovanni Evan- 
gelista. Important relics were to be found not only in the treasury of San Marco, 
but also in private palaces and in the possession of the guilds; that given by 
the Grand Chancellor of the kingdom of Cyprus in 1369, for instance, and 
solemnly installed in the Scuola di San Giovanni Evangelista. Equally famous is 
the reliquary of Cardinal Bessarion (fig. x), presented to the Scuola della Carita in 
1463, on the day of the enrolment of the cardinal in the Scuola (it is now kept in a 
room in the galleries of the Accademia, which also comprise those of the Scuola). 
The reliquary (470 x320 mm) consists of a painting of the Crucifixion, which 
serves as a lid; inside, the relic - a fragment of the True Cross - is contained 
within a filigree crucifix. 

This was the last official gift to Venice from Byzantium, lodged first at San Marco 
and then transferred to the Scuola della Carita. The only great Scuola which kept 
its treasury intact after the fall of the Republic is that of San Rocco, which con- 
tains remarkable precious metalwork of the fifteenth to eighteenth centuries. 
Venice prided herself, under the doge Pietro Orseolo (991-1008), on having been 
proclaimed "the privileged daughter of Byzantium". The doge Domenico Conta- 
rini (1043-71) founded the present church of San Marco on the model of the 
church of the Holy Apostles in Constantinople. The doge Domenico Selvo 
(1071-84) even married a Byzantine princess, sister of the emperor Michael vn 
Doukas and daughter of Constantine x; her elegance provoked admiration and 
astonishment in the city. 

Some doges obtained privileges in the best markets of the Mediterranean; others 
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XI. The bronze horses of San Marco, before their transfer to the Museo Marciano in the basilica. 
20 



brought Byzantine artists to Venice, and the whole city covered itself with a 
wealth of decoration ranging from metalwork to architecture, like that which 
appears on the facade of the Doges' Palace. A breeze of fantasy passed over the 
city, totally Venetian, but deriving its inspiration from Byzantium; this remained 
true of its style until the fall of the republic in 1797, even though the Byzantine 
empire had by then not been heard of for over three centuries, since 1453, in fact, 
the date Constantinople fell to the Turks. The Serenissima absorbed certain 
Byzantine characteristics into its medieval customs and preserved them intact 
until the end of the eighteenth century. The Byzantine emperors, for their part, 
had often had Venice on their side in their struggles against the Saracens, the 
Normans and Frederick 11; some provinces in Italy constituted, for Byzantium, 
part of its empire. 

The Serenissima was bound to Byzantium by economic ties of fundamental 
importance. It was a city of merchants, and therefore every war, every undertak- 
ing, however heroic and idealistic it might be, had an economic dimension in the 
varied and many-sided fabric of political reality. It was this that took Venice to the 
seas of the Orient, in a constant direction dictated by her mercantile instinct. It 
was the business of the merchants to assess the value of the rarest and most pre- 
cious works of art, moreover; there developed a medieval merchant class attracted 
to the acquisition of knowledge, both particular and universal, exemplified by 
Marco Polo. 

One of the concrete advantages of the close contacts between Venice and Byzan- 
tium was the Bolla d'oro. This was an agreement signed with the emperor Basil in 
992, and subsequently renewed, guaranteeing an open road to commerce with 
Constantinople; it was obtained by the doge Orseolo n in recognition of his help 
against the Saracens. From a purely physical point of view it was the sea which 
united East and West and could forge strong bonds between populations widely 
separated geographically but bound together by constant ideals which exist in 
the glitter and swell of the sea, the favoured channel of communication. Using 
the same ports builds up an understanding between men of the sea, a kind of 
accord, and this was particularly widespread in the Mediterranean basin; it was 
an accord, however, which could be very difficult, even impossible in many 
cases, and when Constantinople became the capital of the enemy, the capital of 
the Turkish empire, the memory of the Byzantium of old, despite the viol- 
ent conflicts, always remained alive in Venice. 

Ravenna during the early Middle Ages, from the fifth to the eighth century, and 
Palermo in the twelfth and thirteenth centuries, not to mention numerous areas 
of southern Italy, were for some time Byzantine provinces and graced themselves 
with some magnificent monuments. But in Venice Byzantine style was the result 
of a deliberate choice made in the tenth, eleventh and twelfth centuries, which 
has left indelible traces on the city. 

The most precious of the treasures of San Marco are Byzantine. The basis of the 
predilection of Venice for Byzantium is a series of bonds which even bitter and 
sometimes bloody conflicts could not break. The most spectacular of these con- 
flicts was the consequence of a violent love-hate relationship between the two 
cities: the most coveted works of art in the treasury of San Marco are the spoils of 
war, the booty of the Venetians and the crusaders of the Fourth Crusade of 1204, 
who, instead of going to liberate the Holy Sepulchre in Jerusalem, conquered 
Constantinople and the whole of the Byzantine empire which, from 1204 until 1261, 
became the "Latin Empire of Constantinople". 

Here history took a dramatic turn, casting shadows between Venice and Byzan- 
tium which time could not dispel. After a long siege, the Venetians and the 
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XIII. San Marco, door to the treasury. 



crusaders found at their feet the city which was the richest in works of art in the 
whole world, and which had remained intact over the centuries thanks to 
defences, in part provided by nature, which had seemed impregnable. 
The doge Enrico Dandolo and the crusaders in this way made the most brilliant 
of their conquests, the symbol of which the doge (who was buried in Constanti- 
nople) shipped to Venice: the four bronze horses, which were placed on the 
fa9ade of the basilica (fig. xi). 

In the course of the long history of Venetian art this event remains the most 
important. The Serenissima was literally fascinated by the works of art which the 
victory, quite unthinkable a few years earlier, had placed in its hands with 
extraordinary liberality. 

Constantinople, its palaces, its monasteries, its churches, its artists, all the goods 
from the caravans which came out of Asia, and all the experiences and perspec- 
tives of a new world passed in large measure through the hands of the Venetians 
for over fifty years; the patriarch of the city was a Venetian patrician. Fragment 
after fragment, capital after capital, columns, marbles, mosaics, pavements, sculp- 
tures, cornices, and works of art now in the treasury of San Marco should be ex- 
amined, one after the other, in the light of this exceptional event, which was decis- 
ive for the duecento, the century which opened with the personality of Enrico 
Dandolo and closed with that of Marco Polo. 

The doge was the statesman, who could appear brutal in his political realism; 
Marco Polo was the merchant, who carried within him an unquenchable thirst 
for knowledge in the most diverse fields of learning, hidden behind the modest 
appearance of his occupation. Both of them nevertheless responded in their own 
way to the aspirations of the medieval era, although they were already typical 
men of the Renaissance with a strong, lucid and serious enquiring spirit 
The conquest of Constantinople gave rise to a renewal, a "renovatio", of all Venet- 
ian art - painting, sculpture, architecture, the applied arts - a kind of renaissance 
before the Renaissance, which continued even after the political adventure in 
Byzantium ended in 1261, when the Palaeologan dynasty mounted the throne for 
the last two centuries of the existence of Byzantium. The renovatio was immedia- 
tely manifested in the basilica of San Marco, the church of the Venetian State and 
the centre where the most precious works of art from all the Venetian dominion 
were gathered. In the case of the capitals of the basilica, for example, it is often 
difficult, as Deichmann has shown us in his fundamental study, 5 to be sure 
which are pieces looted from Constantinople and which were made by Venetian 
artists (fig. xn). 

At this period Venice became the centre of the Mediterranean, a cosmopolitan 
centre to which foreigners would come from the East as well as from the West. By 
their presence on the Rialto they contributed new knowledge which the govern- 
ment of the Republic could channel and control, thanks to the strength of its 
structures and a decisive concept of the State, particularly since the Venetian 
territory had expanded, with outposts as distant as the Black Sea and Syria. 
Art harmoniously reflects this game of alliance, economy, dominion and even 
religious politics, in which San Marco in Venice acted as the pivot by its contacts 
with St Sophia in Constantinople. There was an upsurge of new life, born of a 
transplanting in Venice after the expedition to the Levant: the grafts found fertile 
ground and blossomed unexpectedly in the unforeseen breath of spring. For 
Venice the duecento is the great century, two centuries before the advent of the 
Tuscan Renaissance. 

5. F.W. Deichmann, Corpus der Kapitelle der Kirche von San Marco zu Venedig, Wiesbaden 1981. 
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XIV. San Marco, the "Pillars of St John of Acre" in front of the basilica 
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The works in San Marco, especially those in the treasury, were valuable models 
for the entire city, archetypes for new creations inspired by their perfection. They 
came to a large extent from Constantinople, the centre of all Byzantine art, but in 
the course of the duecento, the artistic interest turned more and more towards 
central Europe. Indeed, the two fundamental literary works of duecento Venice, 
Les Estoires de Venise by Martino da Canale, and the travels of Marco Polo, are in 
French. 

The city opened itself to wider artistic exchange, with Italian provinces such as 
Lombardy, Emilia and Tuscany, as well as older ones like Apulia and Sicily. But 
the exchange extended even farther, into France, as far as Champagne, to Ger- 
many, to the Rhine, and to Austria. The Serenissima became ever more active in 
commerce, establishing itself as the link between East and West through a mar- 
ket deeply attracted by the beauty and the prestige of works of art, wherever they 
may have come from. 

Twenty-one precious objects in the treasury of San Marco are of Islamic origin 
(nos 29-32, 37), the glass and the rock-crystal items making up the most import- 
ant and earliest group dating from the ninth to eleventh centuries. 6 Where do 
they come from? Were they gifts, or purchases, or spoils of war? They are in any 
case important evidence of the "sympathy", to adopt the term used by John Ruskin, 
felt by the Venetians for the art of the peoples of the East - in a word, Islam, a 
fierce enemy, certainly, but a source of great inspiration to the Venetians from 
the beginning. Alexandria, in Egypt, was the second most important port for 
Venice, despite prohibitions on dealings with enemies; it was second only to 
Constantinople, which after 1453 became the Muslim Istanbul. Alexandria was 
the great Arab market, of tremendous importance before the destruction of the 
city, which began in the second half of the fourteenth century. 
The basilica of San Marco itself has many features of Islamic art, side by side with 
elements of Byzantine architecture. Sometimes they are unmistakable, like the 
arch of the "Door of Flowers"; sometimes the Islamic and Byzantine elements 
harmonize so perfectly that it is difficult to distinguish the one from the other. 
The colours, sometimes intense and sometimes delicate, spread over the marbles 
with the aristocratic refinement of the oldest mosques of Cairo (fig. xm). 
The same phenomenon is perfectly reflected in the precious metalwork and the 
decorative arts, of which only a few items survive, of gems and metal, out of all the 
textiles and precious fabrics destroyed by time. The old chronicles tell of the 
great care with which luxury works of art from the Arab world were looked after 
by families. 

The Venetian duecento artist's spirit of assimilation was that of someone eager to 
learn from, and if possible to surpass, the master; he was, above all, universal and 
receptive to anything to do with precious metalwork, since wealth was always 
increasing in Europe. 

Venetian goldsmiths certainly did not have to hide their impatience when they 
contemplated the new acquisitions in the treasury of San Marco, particularly as 
quantities of j ewels such as had never before been seen were coming to Venice by 
way of trade. The treasury's acquisitions were often gifts from the richest and 
most important families, patricians who had in their palaces their relics, usually 
brought from the Holy Land or Constantinople, and their jewels. They would 
usually assemble them in a small "cabinet of curiosities", in which would be a 
great variety of works of art, among them, without doubt, an icon of the Virgin on 
a gold background, which no Venetian patrician household would be without. 

6. // Tesoro di San Marco (K. Erdmann), 1971, 101. 
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XV. Antonio Canaletto, the Campo San Giacometo, where the Scuola degli Orefici was situated; to the left, the shops of the goldsmiths, with 
their signs. 
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XVI. San Marco, centre portal: detail of voussoirs showing the occupations of smithing and fishing. 
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XVII. San Marco, marble tabernacle of the Dalle Masegne family, 1387-8. 
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Numerous works of art in the treasury have been adapted to a new use by Venet- 
ian artists, who, above all, fashioned the mounts of ewers, chalices and vases (e.g. 
nos 32, 35, 37, 42, 43). This adaptation of works of art to new uses is an ancient 
tradition in a city like Venice which had even had to bring from afar the stone of 
which it was built. The works of the treasury did not escape this tradition. The 
Venetian historian Francesco Sansovino, son of the great Jacopo, states that 
many ships from the East had to bring their contribution to San Marco: marbles, 
columns, capitals - all were then incorporated in a new architectural whole. 
One is always wondering at San Marco where a column, decoration or sculpture 
came from, how it got to Venice, and what modifications it might have undergone 
(fig. xiv). But we often overlook the fine chromatic relationship, the beauty and 
the harmony of the colours produced in the new creation by the Venetian artist, 
which has, in the final analysis, the subtle and indefinable charm of old Venetian 
precious metalwork. The mounting is always of great value. 
In the treasury, a work from Byzantium, Egypt or Iran often has a mount made 
by thirteenth-century Venetian artists. This step represented an emancipation 
vis-a-vis the models and a new departure, not only in Venetian policy but also in 
heaping more and more prestige on the master craftsman. Filigree, for example, 
was known in the Middle Ages as "Venetian work", opus venetum ad filum. 
This Venetian filigree, which became almost a monopoly of the Serenissima 
from the thirteenth to the fifteenth century, as Hahnloser has rightly pointed out, 
was modified and perfected by Venetian craftsmen, but it is basically a perfect 
imitation of Rheno-Mosan work, examples of which are preserved in the treasury 
of San Marco itself (cf. nos 35-37). 

Even the art of carving rock-crystal, so important at the end of the duecento and in 
the trecento (nos 38-39, 45), derives from an industry known from 1250 in the 
regions of the Rhine and the Maas, subsequently developed in Venice. 7 
Side by side with the guild of goldsmiths (fig. xv), the statutes of which are known 
to go back to 1233, there was a guild for craftsmen specializing in rock-crystal, an 
exquisite form of quartz as transparent as glass and cut like precious stone. The 
most important collection of Islamic rock-crystal objects is that in the treasury of 
San Marco, dating from the tenth century onwards (nos 30-32, 37). Venice first 
sought inspiration from the ancient models and then looked for new masters of 
the art among Venetian craftsmen. The art of working in glass, in which the city 
was already supreme in the duecento, had regulations jealous of the prerogatives 
of the craftsmen, particularly where the distinction between glass and rock- 
crystal was concerned. The very first statutes of the workers in rock-crystal, drawn up 
in 1284, issued a warning against imitating rock-crystal in glass: "vitrum contra- 
f actum ad cristallunf. The first lenses for reading were of rock-crystal, but later 
their manufacture in glass was allowed, and a little later, in 1317, spectacles 
appeared in Venice. The regulations of the workers in crystal, 8 initially strictly 
opposed to glass, eventually had to admit defeat, in 1301, in the face of an ever 
increasing demand for "glass for reading". 

It is important for us to know the obligations of a category of Venetians who had 
their own legal system, officially recognized by the Republic. The crystal workers 
have left evidence of their high artistic standards in certain works in the treasury 
of San Marco (e.g. nos 38-39), produced after a study of earlier Byzantine, Islamic 
or Rhenish models. 

As is the case, particularly with sculpture and with other aspects of the precious 

7. // Tesoro di San Marco (H.R. Hahnloser), 1971. 

8. A. Gasparetto, Mille anni del vetro a Venezia, Venice 1982. 
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XVIII. Paolo Veneziano, Pala feriale, 1345: Miracle of St Mark (detail). Venice, Museo Marciano. 



arts, Venice in the duecento was attracted by the West. The Fourth Crusade, 
undertaken after a long period of preparation, first at Venice, then at Zara and at 
Constantinople, threw together Venetians and crusaders, offering new possibili- 
ties of knowledge. Master Gerard, a disciple of Nicolas of Verdun, was certainly 
in Constantinople in 1206, where he made a reliquary of the True Cross for the 
emperor Henry of Flanders, soon to find its way to San Marco (no. 34). The pres- 
ence in Constantinople of Gerard, one of the most famous artists of the Mosan 
school, means a certain meeting of Frankish and Venetian artists, which is an 
invaluable starting-point for new study. If the art of mosaic remained tied to 
Byzantium in a give-and-take relationship which was to last for the whole of the 
trecento, sculpture and the luxury arts, above all precious metalwork, were en- 
livened with new currents from Romanesque art, and their interests were directed 
into a much wider European space, without restraint: the city responded to its 
role as a capital which could choose its provisions from a vast department-store. 
The two churches of SS Giovanni e Paolo, of the Dominican order, and of the 
"Frari", of the Franciscans, established at the end of the duecento in the centre of 
Venice, provide impressive affirmation of the thought and religious ideas as well 
as of the rules of St Dominic and St Francis. There is a frank overstepping of 
Gothic proportions and architectural dimensions in these two churches, which 
impose themselves on the connecting tissue of the city by their relation to the 
earlier Ravennate, Byzantine and Romanesque pattern, so precious and discreet 
in its volumes, in the proportion of its decoration and in the relation of its differ- 
ent architectural spaces articulated by the autonomous plastic forms, which do 
not allow dissonances or the cadences of different rhythms. 
The contrast between the Byzantine basilica of San Marco and the completely 
Western Dominican and Franciscan churches of SS Giovanni e Paolo and the 
"Frari" almost immediately inspired, in 1340, the totally Venetian solution of the 
Doges' Palace, a masterpiece of Gothic architecture but also of the Byzantine tra- 
dition born in Venice. 

From this point on, the objects destined for the treasury of San Marco were no 
longer chosen in another city - Constantinople, for example - but created in 
Venice itself. The conquest of Constantinople and the Latin domination of the 
city for over fifty years changed the relationship between Venice and Byzantium. 
Certain characteristics, appropriate to a state religion, lived on under the pre- 
cious cloak of the doge in the ceremonial of San Marco, but in its aesthetic taste 
the Serenissima now turned more and more to the West. 
In the aesthetic domain, San Marco was a lighthouse: nothing new was intro- 
duced which did not immediately thrive in the basilica. By the middle of the due- 
cento, for example, the fundamental influence of Romanesque sculpture had 
forced its way through on to the entrance arches of the portal of the church, which 
have the clear stamp of authority of the great art of Emilia and Lombardy (fig. xvi). 
In these sculptures can be seen a new inspiration which also clearly appears in the 
objects of the treasury, though in other ways: it was an artistic language common 
to all of Europe, of already ancient Early Christian origin, revived by Franciscan 
and Dominican religious ideas as much in Italy as in Germany and France. Thus, 
as Roberto Longhi says, on the altar by Wolvinius in Sant'Ambrogio in Milan, or 
at Regensburg, Metz, Vienna or Aachen, "can be seen the same vigour as in the 
eyes fo the penitent angels of Cimabue...; it is pointless to make Reichenau rival 
Corbie, or St Gall rival Rheims". 9 



9. R. Longhi, "Arte italiana ed arte tedesca", Da Cimabue a Morandi, Milan 1973, 6. 
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If the Pala dVro above the altar is a witness to the devotion of Venice to the high- 
est expression of Byzantine art, the front of the altar in San Marco, an embossed 
work of around 1300, installed at the base of the same altar, is also manifestly a 
witness to the Romanesque and Gothic influences which characterize Venetian 
sculpture of the duecento and trecento (no. 40). 

The richest works, and those most readily revealing the taste of each period, suc- 
ceeded one another in the basilica. The high altar of San Marco was closed off by 
a screen, the iconostasis, which was twice re-made before the end of the fourteenth 
century. The first version responded to a Ravennate Byzantine orientation approp- 
riate to the first centuries of the history of San Marco; the second was a Venetian 
work in which new accents were inspired more by miniatures and mosaics than 
by examples of Byzantine sculpture. Thus we come to the third iconostasis of San 
Marco, which we can admire today (fig. iv), a masterpiece of Pier Paolo and Jaco- 
bello Dalle Masegne, completed in 1394 at the high point of the flowering of the 
Gothic style, as also is their large marble tabernacle of a little earlier (fig. xvn). 
The iconostasis harmonizes oddly with the Byzantine style of the whole church 
by the richness of its coloured marbles, the precision of its installation, the pre- 
cious character of the jewels of precious metalwork which accentuate it from the 
lowest elements to the sculptures above, which crown the whole screen. 
The raised high altar, in the choir of the church, stands under a ciborium of pre- 
cious green marble; its lower part was at one time decorated by the altar-frontal in 
the exhibition, while above there is the Pala d'Oro. Taken as a whole the work is a 
witness to the fundamental characteristics of Venetian art, which, against its 
Byzantine background, was open to new dimensions, which are explored in 
detail by the precious metalwork in the treasury. 

In the middle of the trecento, after the baptistry and the chapel of St Isidore at San 
Marco had been decorated in mosaic, this particular art entered a long crisis. The 
government of the Republic sought to solve this, but times had changed. They 
would have to wait for the quattrocento and the new mastery of the Tuscan 
school: in this way the end of the Middle Ages and the advent of the Renaissance 
were signalled in Venice; in the course of the new era Venice would free herself 
for ever from Byzantium. 

But it is important to point out that the first significant paintings of the Venetian 
school, those of Paolo Veneziano, reveal their Byzantine inspiration, though with 
characteristics of Western Gothic painting; they also therefore achieved the 
unique synthesis peculiar to Venetian art. 

The procurators of San Marco turned to Paolo Veneziano (fig. xvm) to create a 
figurative work worthy of covering the Pala d'Oro, in 1345, the same year that the 
master goldsmith Paolo Bonensegna fashioned for it the austere frame, at the 
wish of the doge Andrea Dandolo. 

So we have a meeting that was fundamental to the history of Venetian art: the 
large panel, divided into compartments, with the legend of St Mark, dated and 
signed by the sons of Paolo Veneziano, Luca and Giovanni, the first important 
masterpiece of Venetian painting on wood, has found its fulfilment in the same 
universe as the treasury of San Marco. 



33 



Venice, the Pala d'Oro, and Constantinople 

Sergio Bettini 



Venice, as we shall see, was always so constantly present in the Levant and in 
Constantinople that the influx of objects from the East into the Venetian lagoon 
at the time of the Crusades constitutes quite a different problem from that of their 
arrival in various other places in Europe, even in other parts of Italy. It there- 
fore seems advisable to restrict this discussion to the spoils of war {exuviae) 
which could have been of value as models to the artistic culture of Venice. 
Even here, moreover, we shall further restrict our inquiry to a single class of 
object of particular significance, enamels, which, with other imports, led the 
Venetians to the remarkable idea both of opus ad filum and of the scole cris- 
tellariorum. 

It would be out of place here to review and to classify stylistically and chronologi- 
cally all the enamels in the treasury of San Marco which have survived despite 
notorious disasters. It is perhaps enough to point out that in the second half of the 
thirteenth century, when opus Veneciarum apparently first appeared, Byzantine 
examples of objects decorated with enamels must have been not only more 
numerous in Venice than they are today, but also of greater variety. For we must 
not forget the objects which have disappeared because they were particularly sus- 
ceptible to fire, by which I mean textiles and fabrics. For craftsmen did not, in 
fact, confine themselves to decorating icons, portable altars, crosses, reliquaries, 
chalices, patens, bookcovers and so on with simulated enamels, but also worked 
them into fabrics, particularly for ceremonial robes, whether for secular or reli- 
gious occasions (for example the Trau mitre). This followed Byzantine practice: 
at Constantinople it was the well established custom to attach enamels to clothes, 
weapons, parade-saddles and liturgical vestments. These precious and sparkling 
objects formed the main stock of objects on which emperors might draw when 
they had to present gifts to sovereigns and important foreigners. The Venetians 
imitated this custom. It is thus not improbable that Byzantine textiles decorated 
with enamels formed part of the booty taken from Byzantium, especially during 
the period of the Latin hegemony (1204-61). Indeed, it appears that the monas- 
tery of the Pantocrator, the most important and the richest in the Byzantine capi- 
tal, was more or less totally despoiled by the Venetians. 
In any case, from these models and perhaps from the Constantinopolitan crafts- 
men they had seen at work, the Venetians learnt to work their materials, to make 
filigree, to hammer gold and silver, and to set jewels. The theory that these tech- 
niques came to the fore in Venetian art as a legacy of Late Antiquity by way of 
Ravenna is not to be credited. By this route one comes to confer a Classical pedi- 
gree on Murano glass. Byzantium, however, was a powerful reality in the sphere 
of culture and technique, beyond her actual dominion. More concretely, it is pos- 
sible to trace the cultural origin (technical as well as linguistic) of the artistic style 
of Venice in the use made of enamels and simulated enamels on objects, follow- 
ing the Byzantine custom (for example the profusion of pearls bordering haloes, 
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medallions, panels and arcs of enamel, and decorating the clothes of figures in 
rows, crosses or star-shapes, or framing a complete object and emphasizing its 
various components - all features which derived from the chalices, patens and 
crosses which came from Byzantium. On the other hand, certain details, for 
example the technique which consists of twisting together wires to increase the 
gauge of filigree - especially in "ad filum" work - and particularly the setting of 
jewels in claws instead of in collets, are not of Byzantine origin, but come from 
northern Europe. Here the results have the effect of distancing the image from 
the sophistication of Middle Byzantine art and reflecting much more the heavier 
and more "barbarian" taste of Mosan cloisonne and the like. 
But it is patently from Constantinople that the Venetians took the technique of 
enamel, even if they were discernibly selective, as they were with mosaics. In 
Byzantium the technique of enamels (spya x^suTa, as Constantine Porphyro- 
genetos calls them) 1 attained the highest degree of refinement and of express- 
iveness in the period of the Comnenian dynasty (1057-1187), and it achieves its 
marvellous effects above all from the extreme slenderness of the cloisons, and 
from the extreme shallowness of the layer of glass (only half a millimetre in the 
best examples). The first produces, after the final polishing of the surface, a fine 
and slender design, a sort of spider's web in gold, which reflects on the colours of 
the enamels a warm and sparkling light, fragile but pulsating. The second gives 
these enamels - which are glass coloured by various metallic oxides - a transpar- 
ency which does not rob the gold underneath of any of its sparkle, but rather 
allows the gold to "fuse' 5 with the usually clear and light colours of the glass, shad- 
ing them slightly with the greatest delicacy. It is enough to note (so as not to 
diverge from examples in the treasury of San Marco) the enamels on the onyx 
chalice (no. 11) on which is inscribed the name of the emperor Romanos, perhaps 
Romanos iv (1067-71), or on other related objects of the same period, such as the 
medallion of the Pantocrator, or those doubtless a little earlier, like the Christ at 
the centre of the large and splendid paten of alabaster (no. 18), or those at the 
base of the "Grotto of the Virgin" (no. 8), hollowed out of a block of rock-crystal, 
which are among the oldest in the treasury, contemporary with Leo vi the Wise 
(876-912), whose portrait, very like that in the lunette in the narthex of St Sophia, 
appears among the medallions on its base. There are those, too, which frame 
the two famous metal icons of the archangel Michael (nos 12, 19), and those, 
although later and looser in style, on the icon of the Crucifixion, and on the frame 
of the Virgin Nicopeia; finally, there are the large enamels of the Comne- 
nian period on the Pala d'Oro. We shall return to these enamels in order to 
compare them with their Venetian imitations (on the Pala d'Oro itself, for 
example, or the Linkoping mitre) and to take note of the above characteristics in 
the Byzantine examples while comparing them with the Venetian imitations, 
with their obvious differences of technique, which produce a different artistic 
language: the cloisons of the Venetian enamels are thicker, less numerous, and 

1. For the enamels: G. Stephens, Queen Dagmar's Cross, London 1863; J. Schulz, Der byzantinische Zellenschmelz, 
Frankfurt am Main 1890; N. Kondakov, Histqire et monuments des emaux Byzantins, Frankfurt am Main 1892; 
O.M. Dalton, "Byzantine enamels in Mr Pierpont Morgan's collection", Burlington Magazine 21(1912), 65fY.; 
M. Rosenberg, Zellenschmelz, 3 vols, Frankfurt am Main 1921-2; W. Burger, Abendlandische Schmelzarbeiten, Ber- 
lin 1930; M. Barany-Oberschall, "The crown of the emperor Constantine Monomachus", Archaeologia Hungahca 
22(1937); Y. Hackenbroch, Italienisches Email des fruhen Mittelalters, Basle 1938; P. Kelleher, The Crown of Hun- 
gary, Papers and Monographs of the American Academy in Rome XIII, Rome 1951; K. Chytel, The Byzantine enamels 
on theZavis Cross at Vysse Brod, Prague 1951; A. Grabar, "Un nouveau reliquaire de Saint Demetrios", Dumbarton 
Oaks Papers 8(1954); J. Rauch, "Die LimburgerStaurothek", Das MiinsterS(\955), 201-8; A. Bank, Byzantine art in 
the Hermitage Museum, Leningrad 1960; J. Beckwith, The Art of Constantinople, London 1961; C. Amiranachvili, 
Emaux de Georgie, Paris 1962; D.T. Rice, Art of the Byzantine era, London 1963; Marvin C. Ross, introduction in the 
catalogue of the exhibition Byzantine art an European art, Athens 1964, 391-9. 
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their rhythm is weakened, if not extinguished. The glass, which is of stronger colours, 
is of considerable thickness, even to the point of losing its translucence. 
As we have noted in earlier studies of mosaic (here it is perhaps still clearer), the 
perfect Middle Byzantine balance between colour and line changes and breaks down 
in Romanesque art, with its preference for the line, which itself becomes expressive, 
a ductus (particularly in the hands, hair, beard and nose in the enamels on the 
Linkoping mitre) in which an earlier Western sense of movement, what might be 
called post-Ottonian "expressionism", is still present 

It is not surprising that the famous Pala d'Oro} when taken as a whole, is a mag- 
nificent example of an amazing stylistic misunderstanding, even if it contains 
some of the most precious of all Byzantine enamels. It is not a homogeneous 
work, and its lack of coherence in part reflects the vicissitudes of its assembly. 
Originally it was an altar-frontal of smaller dimensions than the Pala of today. 
According to both texts and tradition, a first antependium of silver had been 
ordered from Constantinople by the doge Pietro Orseolo (976-8) - at his own 
expense (de suis quidem facultatibus) according to the Chronicles of John the 
Deacon. Although it was simply said that this was a marvellous work of art, 
without there being any particular mention of enamels, 3 one cannot, with all 
appropriate caution and despite the contrary opinion of Volbach, among others, 
rule out the hypothesis that a few of the small enamels which are set into the pres- 
ent altar-piece and which can be said to be close in style to late tenth-century 
Byzantine work, might have formed part of the altar-frontal of Pietro Orseolo. In 
1105, however, Ordelafo Falier had the antependium* restored or, rather, had an- 
other altar-piece made, different from the first, entirely of gold embellished with 
precious stones and enamels. This work, and even the enamels on it, according to 
a note which commands little credence, were not executed in Constantinople, 
but in Venice "by a Greek craftsman", 5 which conjures up the later additions to 
the altar-piece by Venetian craftsmen. At the time of the doge Pietro Ziani 
(1205-29) and of the procurator Angelo Falier the altar-frontal was enlarged, 
actually in 1209, with, as all the evidence indicates, the exuviae, or spoils, 
amassed at the end of the conquest of Constantinople in 1204. 6 It is possible, 
although this view is not widely held among scholars, that only then were added 
all, or almost all, of the large enamels of the present altar-piece. As I have already 
observed, in agreement with others, the tesfimony of Sguropulos, 7 cited by 

2. For the Pala: A. Pasini, // Tesoro di San Marco a Venezia, Venice 1885-6, with a chapter on the Pala d'Oro by 
G. Veludo (141 ff.); J. Ebersolt, Les arts somptuaires de Byzance, Paris 1923, 94; W. Bucher, Die Zellenschmelze der 
Pala d'Oro San Marco in Venedig: eine Studie zur Geschichte dieses Kunstwerkes auftechnischer Grundlage, doctor- 
al thesis, Breslau (Wroclow) 1933; S. Bettini, "La Pala d'Oro", Illustrazione Vaticana 8(1937), 1077 ff. (with biblio- 
graphy); R. Pallucchini, La pittura veneziana del trecento, Venice & Rome 1964; O. Demus, The Church of San Marco 
in Venice, Dumbarton Oaks Studies 6(1960), 23, 27, 52, 74, 139 (cited on p. 23 is the doctoral thesis on the Pala d'Oro 
by J. Pomorisac-De Luigi); v. Enciclopedia Universale dell' Arte, "Bizantini smalti" (D.T. Rice), n, 1858, p. 707. 

3. Joannis Diaconi Chronicon venetum, ed. G.H. Pertz (Monumenta Germaniae Historiae, Scriptores, VII), Hanover 
1846, 26; Danduli Andreae Chronica per externum descripta, ed. B. Cecchetti and F. Ongana, Document! per la storia 
dell'augusta basilica di San Marco in Venezia dal nono secolo fino alia fine del decimo ottavo dall'Archivio e dalla 
Biblioteca Marciana in Venezia, Venice 1886, no. 39; for the chronicles of P. Cradengo and the Cronaca Bemba: ibid. 
{Documenti...), nos 38, 42. 

4. Ibid. {Documenti...), nos 68-72, 812. 

5. In Pasini, op. cit.; information not given by Andrea Dandolo, for whom the gold altar-piece was decorated with 
u gemmis et pedis mirifice" (the enamels, for Kondakov) and executed in Constantinople, as Marino Sanudo also 
believed. 

6. Documenti..., op. cit., nos 88-9, 

7. J.S. Sylvester, Historia Concilii Florentini graeca scripta per Sylvestrum Sguropulum (Transtulit in sermonem lati- 
num Robertus Creygton), The Hague 1660, 87. The prelates of San Marco used to tell visitors that the enamels came 
from St Sophia; the patriarch Joseph, however, maintained that they originated in the Pantocrator. This uncer- 
tainty can be explained thus: after the conquest of 1204, the Podestd of Venice had his seat at the monastery of the 
Pantocrator; the Venetian patriarch (the first, Tommaso Morosini, was declared illegitimate by the pope Innocent ill 
but reinstated on 13 May 1205) had his seat at St Sophia. Perhaps the Venetians could remember the enamels being 
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Veludo, 8 seems worthy of belief: in 1438 Joseph, the Patriarch of Constantinople, 
who had come to Venice with the emperor John Palaeologos, and his 
brother Demetrios, to take part in the Council of Florence, recognized these 
enamels as coming not from the great church of St Sophia, as was then thought in 
Venice, but from the monastery of the Pantocrator in the capital, which had been 
occupied by the Venetians in 1204. 

But it was in the years 1342-5, and above all in 1343, when Andrea Dandolo was 
elected doge, that the altar-piece took on its definitive form. The work must have 
been started by Bonensegna, who signed it, 9 and carried on by his workshop (or 
by another workshop: the problem is not entirely resolved, but it is of little 
importance for our purposes, nor is the problem of the reliability of the facts 
reported by the contract, probably dictated by Andrea Dandolo himself). It was 
undoubtedly at this time that all the Gothic decoration was introduced; it is still 
in place today, despite numerous restorations. It was at this time too that the 



sent to Venice by one of these two but were confused as to which. But how and when did these remnants of a great 
marble templon arrive in Venice? According to present-day historians, the Venetians, to whom the treaty with the 
crusaders had awarded three-quarters of the spoils from the sack of the capital, in their capacity as creditors to the 
expedition, took the lion's share. The patriarch Tommaso Morosini was later accused of having collected consider- 
able plunder for himself, over and above the prescribed amount. In any case, while the crusaders pillaged and de- 
stroyed indiscriminately during the conquest, the Venetians - although doubtless also taking part in the pillage - far 
from causing destruction carried everything away with them, to the extent that the historian Kretschmayr gave them 
credit for having saved sl large quantity of precious objects, even if they stole them. The attitude of the Venetians is 
hardly surprising, seeing that Venice itself was built on a succession of imported objects, like a magpie's nest, and 
that they were not only able, more than most, to appreciate these works but also considered themselves partici- 
pants in Byzantine culture, of which they desired to see themselves in some way the legitimate heirs. For them 
Constantinople was not a foreign city but rather an "elder sister"; furthermore, the doge Enrico Dandolo went as far 
as proposing to the Senate that the capital of the Venetian Republic should be transferred from the lagoons to the 
Bosphorus. Nothing was done about this, but this single idea shows the way in which some of the Venetians looked 
upon Constantinople: one does not destroy the city one thinks might become one's capital. In order to judge the 
behaviour of the Venetians objectively it is necessary to discard the spiritual state in which historians evaluate such 
events. Up until the trecento, Venice was the capital of an empire of which nine-tenths stretched out towards the 
East and which, throughout the Middle Ages, turned away from Western Europe, despite the close connections. 
Finally it must be remembered that among the relics and their precious reliquaries (the most valuable part of the 
plunder, nearly four hundred objects according to the inventory published by Riant), the French share was much 
larger than that of the Venetians. Furthermore, neither Villehardouin nor Robert de Clari quote a single Venetian name 
amongst those guilty of theft or receiving, when, after several days of pillage, it was decided to gather together the 
plunder in three churches. There is also evidence to show that the Venetian patriarch did not damage the large 
church entrusted to him, and even strove, using every means, to preserve its inheritance. For his part the Podestd 
fought to keep in the Pantocrator its much venerated icon of the Virgin. In effect the pillage only took place at the 
moment when Constantinople was re-conquered by the Byzantines led by Michael Palaeologos on 15 August 1261. 
It was then, wrote Marino Sanudo, that "Baldwin..., carrying about him several jewels and some silver..., and the 
patriarch Pantaleon Justinian, who took with him a number of jewels and valuable objects, fled... to Negroponte"; 
among the precious objects taken away by Justinian were doubtless the furnishings of the church and the monas- 
tery of the Pantocrator, which went to swell the treasury of San Marco. Finally, even among the most important 
works which historians attribute to the plunder of the Venetians during the Latin hegemony of Constantinople, 
some have another origin. One case is sufficient example: the historiated columns of the ciborium of San Marco, 
nothing about which shows them to be Byzantine (the hypothesis has been advanced that they could have come 
from Dalmatia; the two columns could, in my opinion, have been taken from the basilica of Santa Maria di Canedo 
at Pola, which was founded by Maximiam and was almost in ruins by the year 1000); it is still, however, stated as a 
fact that they were part of the plunder of the Fourth Crusade. 

Did the large enamels which came from the Pantocrator and which were re-used in the Pala dVro figure amongst 
the precious objects taken from this monastery by the patriarch Justinian in his flight from Constantinople in 1261? 
This would seem to be the most likely theory, or at least the only one supported by a text; if this were the case, 
however, the enamels were not included in the second or third altar-piece (of 1209) and were only added in 1342-5 at 
the time of Bonensegna's restoration. It is certainly possible, because nothing precise is known about the Pala prior 
to its present arrangement. It is, however, difficult to believe that, in his hasty flight, the patriarch would have found 
time to take all the enamels from a large marble templon: there were already more than enough portable objects. 
Perhaps this templon had been damaged in the early days of the Latin conquest of 1204, either during the sack of the 
city or at least before a return to normality and the installation of the Venetian Podestd at the Pantocrator. The Podestd 
would have collected up the enamels and sent them to his own country. On the other hand, the templon was not dis- 
mantled all at once and sent in its entirety to Venice (despite the example re-employed in the Baptistry at Pisa), for 
the Venetians would never have sacrificed half of the most important and precious enamels, the Feasts of the 
Church cycle. 

8. G. Veludo in Pasini, op, cit. 

9. Document!..., op. cit, nos 102-3, 812, 830 (inscription on the Pala d'Oro). 
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innumerable pearls and precious stones were introduced, as well as the enamels 
from earlier altar-pieces, probably changing the positions, as the arrangement of 
the figures is in harmony with the new Gothic frame. The new distribution fol- 
lows an arrangement far removed from the canons of Byzantine art, correspond- 
ing closely instead with the iconographic canons of the West (as defined by the 
small altar in the cathedral of Cividale, for example). Finally, the whole was 
completed by the addition of Venetian enamels of the period. The Pala d'Oro 
has remained substantially thus ever since. Successive restorations have not 
modified its structure; they have cleaned it, reassembled it and given stability to 
the upper part, which used to fold over the lower part when, ordinarily, the whole 
was covered by the "pala feriale" (fig. xviii, p. 31). 10 One must therefore take 
account of four periods in the chronology of the enamels of the Pala d'Oro: the 
end of the tenth century (Byzantine), the beginning of the twelfth century 
(Byzantine and Venetian Byzantine), the final decades of the twelfth century 
(Byzantine), and the fourteenth century (Venetian). 11 The upper part of the Pala 
(3,15 x 2.10 metres) has at its centre a quatrefoil with the image of the archangel 
Michael, surrounded by six scenes representing the great festivals of the Church, 
three on each side, all against a background studded with little enamels, thirty- 
eight in number. The lower part has at its centre a large panel with the enthroned 
Pantocrator surrounded by the four evangelists; above, the Hetoimasia is flanked 
by two cherubim associated with the tetramorph and in turn by two angels; 
below is the Virgin orans between the figures of the empress Irene and the doge 
Ordelafo Falier. On each side of the central panel are three tiers of enamels one 
above the other, with six in each row: at the top are archangels (forming part of a 
divine liturgy, or the Heavenly Host), in the middle tier are apostles and, at the 
bottom, prophets. The whole of the lower part of the Pala is surrounded on three 
sides by a series of small square panels (twenty-seven), in which are depicted 
Gospel scenes and episodes from the life of St Mark. The Pala as a whole is set 
within a frame which incorporates a large number of small medallions enamelled 
with various figures. 

Certain Byzantine enamelled reliquaries or icons, the reliquary-crosses of Mart- 
vili in Georgia, for instance, or the large Khakhuli triptych (2x1.47 metres 
overall), although later than the enamels and provincial in execution (the 
triptych was made in Georgia in the second quarter of the thirteenth century: the 
enamels are of the second quarter of the eleventh), can give us some idea of the 
doge Orseolo's first altar-frontal: a pala entirely chased and set with precious 
stones, where the enamels were simply mounted, without the guiding principle 
of a pre-existing structural harmony. On the imponderable surface of the gold the 

10. Successive repairs to the Pala d'Oro have been numerous: the addition of pearls and jewels under the procura- 
tors Michele Morosini and Pietro Cornaro in 1374 ; small repairs made after an attempt at theft in 1399 ; pearls added 
in 1522, 1575 and 1589; cleaning programmes of 1614, 1647, 1720, 1731 and 1780; an important and radical restora- 
tion between 1836 and 1847; the replacement of missing pearls; repairs to the frame and to ten silver saints; restora- 
tion of the enamels, etc. (There are also the two inscriptions: "MCCCXLIIJoha[ne]s Bonefnjsegna me fecit. Orate 
p[ro]me" and "MCCCXLVa de 9 agfostjo Maistro Perin me fodare de legname". The transcriptions present some dis- 
crepancies: in any case the only goldsmith mentioned is Bonensegna - not, as is sometimes written, Bonsegna - 
making it evident that tffe original signature was abbreviated; something the restorer omitted to reproduce or 
resolve.) 

11. According to O. Demus (op.cit., 24, no. 78): the tenth, the beginning of the twelfth, and the early thirteenth cen- 
turies (on the evidence of the inscription and the tradition of the chronicles). It is, however, difficult to share 
Demus's opinion that "the present lower part roughly represents the altar-piece of 1105; the upper part comprises 
additions taken from the plunder of Constantinople at the dawn of the thirteenth century, with the re-use of ele- 
ments remaining from the Pala of Orseolo". Too many stylistic similarities exist between the Feasts on the upper 
Pala and the majority of the large enamels on the lower part (with the exception of the four tondioi the evangelists), 
which are evidently Gothic, dating from 1345 ; the whole arrangement of the images is Gothic, and it must therefore 
be supposed that there was a radical re-organization of the Pala, although one which more or less preserved the 
dimensions of the whole, framed by the earlier series of Venetian enamels. 
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enamelled figures were distributed with more freedom than in mosaics (which 
are always bound to the shape of the building and its architectural meaning) and 
with only a remote anthropomorphic relationship. More clearly than on mosaics, 
the contours and internal drawing of the cloisons - rather than emphasizing as in 
Western painting a certain spatial value - succeeded on the contrary in bringing 
out the boundaries of different qualities of pure colour which because they had 
been obtained from minerals were incorruptible, dehumanized, and without 
spatial meaning. 

It is not easy to establish which of the enamels could originally have belonged to 
the first altar-frontal of Orseolo: some of the thirty-eight little medallions along 
the upper and lower borders (for example, a king on horseback with a falcon on 
his wrist, in the style of Sasanian horsemen; a symbolic tree, probably the hazma, 
surmounted by a crowned female head, between peacocks; heraldic serpents; 
confronted griffins) perhaps belong to this first group. Their style must, in my 
opinion, be related to the time of Orseolo, on the grounds of the almost 
immaterial fragility of their lines, which, in the delicacy of the material, seem like 
scarcely visible veins in dense floral tissue, and above all of the Oriental elements 
which persist in their typology, vestiges of the Iconoclast storm which had only 
just been weathered. It is probable that they belong to the beginning of the 
chronological phase which culminated in the making of the enamels (important 
above all because they constitute a chronological landmark) on the crown pre- 
sented by the emperor Constantine Monomachos (1042-54) to Andrew of Hun- 
gary (1046-61). Nine enamelled plaques of gold from this crown were found at 
Nyitra-Ivanka, and are now in the National Museum in Budapest. The enamels 
on the borders of the Pala could equally well have come from other objects form- 
ing part of the Venetian booty - chalices, patens, chests, the borders of icons, 
polycandela, encolpia, and so on. It is, however, clear that Bonensegna and his 
workshop must have made use of a considerable quantity of dismantled enamels, 
with which they filled their Gothic structure without paying too much attention 
to period, style or significance, aiming only at decorative magnificence. Some of 
them were only fragments (for example the fragment of a Deesis), while others, 
needed for balance, were without doubt executed in Venice so as not to leave any 
"gaps". By contrast, the medallions of the four evangelists could have been part of 
the second altar-piece, that of the reconstruction by Ordelafo Falier (1 105). They 
can be counted among the first works in enamel made in Venetian workshops, 
and they are probably their greatest creation. Their basically Byzantine artistic 
language is in fact more mature than that of the former group, but it is clear that 
this is only the point of departure for a style of expression which can no longer be 
called Byzantine, and still less provincial: henceforth it is Venetian. In this group, 
linked at least in technique to the roundels with the evangelists, we can perhaps 
recognize the birth of the Venetian school of enamelling. It is not impossible that 
these craftsmen might have been pupils of that "Greek master" who came to 
Venice in the service of Ordelafo Falier (if indeed he came) and that, in short, 
they might have been "shaped" in his workshop. In any case we can easily discern 
in this group of enamels the technique and inflexion of artistic language of which 
we have been speaking: quite different from those of the Byzantine enamels, the 
cloisons are relatively thicker and coarser, and form a tentative, rather cursory 
design. One might say that the design cannot decide between the impeccable and 
highly skilled decorative spirit of the Byzantine models and a Western tendency 
towards realism which cannot forget that lines have in some way to define the 
parts of the body. The result is a language which is imprecise, bombastic, 
awkward and, in the last analysis, ambiguous. 
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It is to the embellishments carried out under the doge Ziani that the square 
panels with Gospel scenes and episodes from the life of St Mark now framing the 
lower part of the altar-piece must be attributed; also datable to this period are the 
solitary figures of saints beneath "arches of glorification", which are comparable 
with those seen on so many illuminated pages. There are certain iconographic 
connections with mosaics of same subject in the naos of the basilica of San Marco 
(e.g. the life of the Virgin cycle), which are a Venetian translation, though 
abridged and more basic, of the Late Comnenian pictorial style which asserted 
itself at Nerezi (1 164) and spread, with the accentuation of mannerisms, through- 
out Macedonia (e.g. Kurbinovo, 1191). If, however, in dome-mosaics - above 
all in Ascensions - which are the product of much more skilled and informed 
artists the "Nerezi style" still seems strong and close to its models, then the 
scenes on the Pala show evidence of less advanced and sophisticated workshops. 
The linear intensity is diluted, perhaps because of the presence in these workshops of 
illuminated manuscripts related, for all that is known, to the Montecassino style. 
It was these, or similar manuscripts, by which the creators of the enamels, who 
were assuredly Venetian, were influenced. This is also suggested by a fineness 
of line, by a particular human shape (square-faced, especially in the cycle of 
St Mark), and by a certain fleeting, agitated and fragmented linear quality, which 
appears in both the cycles. 

In these cycles, the linear style, defined by Gombosi, could indeed have been 
derived from miniature-painting, as Gombosi rightly suggests, rather than from 
recourse to the tradition of northern Italian mosaic pavements. 
The problem of classifying the enamels seems to hinge on the origins of the two 
portraits which appear in the lower part of the Pala, on either side of the Virgin 
orans (and which are, in their turn, flanked by plaques with fourteenth-century 
inscriptions). We see here a portrait of the doge Ordelafo Falier on the left, and of 
the empress Irene on the right. 

The enamel of Ordelafo seems to have been modified, even completely re- 
worked, and as it is possible to relate it to that of the augusta (even though the 
dimensions are not exactly the same); it has been concluded that it might origi- 
nally have represented a Byzantine emperor who had a wife called Irene. But 
which? There are more than one. Even if the choice is limited, as surely it must 
be, to the Comnenian dynasty, a decision has still to be made between Alexios I 
(1081-1118), John ii (1118-43), and Manuel i (1143-80). Some opinions favour 
John ii, 12 some, on the other hand favour Alexios i. 13 The identification with John n, 
which I have supported elsewhere, 14 essentially depends on two facts. These are 
the acceptance of the patriarch Joseph's evidence that these enamels originally 
belonged to the monastery of the Pantocrator, and the historical fact that this 
monastery was founded (around 1124) by Irene, daughter of Ladislaus, the king of 
Hungary, with the support of her husband, the emperor John n. It would be natu- 
ral to suppose that, if the enamels had come from the monastery, they might have 
included portraits of the founders. 15 

12. See E. Molinier, L'Emaillerie, Paris 1891, 42ff. 

13. J. Ebersolt, op.ciL, 94; S. Lambros, Catalogue illustre de la collection de portraits des empereurs de Byzance, 
Athens 1911, 43; G. Veludo, in Pasini, op.cit., 148; O. Demus, "Das alteste venezianische Gesellschaftsbild", Jahr- 
buch der Osterreichischen Byzantinischen Gesellschaft 1(1951), 89ff.; C. Diehl, Manuel d'art byzantin, Paris 1925-6, 
703 : "a personage... none other than the emperor Alexios or the emperor John Comnenos, both of whom had wives 
named Irene". 

14. S. Bettini, La Pala dVro, op.cit. 

15. On the typikon (the act of foundation or endowment of a monastery) of the Pantocrator: A. Dimitrijevski, Acts 
of the Academy of Kiev, 1895, 537; for the architecture: J. Ebersolt, "Rapport sommaire surune mission a Constanti- 
nople" (1910), Missions Scientifiques, n.s., pt 3, Paris 1911, 9; C. Gurlitt, Die Baukunst Konstantinopels, Berlin 1912, 
33ff.; A. van Millingen and R. Traquair, Byzantine churches in Constantinople, London 1912, 219; J. Ebersolt and 
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The identification with the brilliant Alexios Comnenos - father of Kalojan and of 
the poetess Anna who honoured her father in the Alexiad - hinges more on his- 
torical probabilities. The basilissa would in this case be the beautiful, cold, 
green-eyed Irene Doukas, whom he took as his wife when she was very young. 
EIPHNH EEBE2TATH AYrOYSTH, can be read on the inscription accompany- 
ing the portrait, "Irene, empress full of piety". It is known that it was through the 
intervention of the patriarch Cosmas that Irene became augusta (for he in effect 
forced Alexios to crown her, even though the emperor was extremely hesitant, 
being very taken by the dowager empress Maria). Besides, it is well known that 
Alexios, much more so than John n, had developed friendly relations with 
Venice, closer perhaps than any other Byzantine ruler. The offensive of the Nor- 
man duke Robert Guiscard, whose ultimate objective was the Byzantine crown, 
could have been fatal for the emperor without the aid of the Venetian fleet and 
the defeat that it inflicted on the Normans at Dyrrachium; only with difficulty 
had Alexios avoided this outcome with only his own forces to back him. By the 
terms of the treaty of 1082, he granted the Venetians all they desired - posses- 
sions, titles, gifts, exemptions from salt-tax, and all sorts of privileges - so that, by 
this treaty, just as historians maintain, Venice in fact gained control of the Byzan- 
tine seas. Should it therefore seem strange in the circumstances that this basileus 
felt able, in 1 105, thirteen years before his death, to offer to San Marco in Venice 
a gold altar-frontal strewn with enamels and graced with his own portrait and that 
of the augusta, his collaborator if not his inspiration in religious matters, par- 
ticularly when he was known to be the very pious and gallant "defender of the 
faith", as for example in his fight against the Bogomil heresy and against Gio- 
vanni Italo, or in his protection of the monks of Athos and Patmos? 
Recently Professor Pomorisac-De Luigi 16 has put forward a new hypothesis: the 
face of Ordelafo had never been the portrait of a Byzantine (the costume would 
militate against this), but from its conception that of a doge. Only the head would 
have been altered and the halo added later. The plaque showing the doge cannot, 
therefore, be associated with that of Irene, which is in any case slightly smaller. 
Professor Pomorisac-De Luigi, moreover, suggests that in 1 105 there would have 
been not two but four figures of donors and rulers flanking the Virgin, those of 
the emperor Alexios I and the empress Irene in the centre, flanked by those of the 
doge and the co-emperor John n. When the altar-piece was re-made in 1209, rela- 
tions between Venice and Byzantium had changed considerably and it was 
impossible, after the conquest of 1204, for the Venetians to tolerate the presence 
of likenesses of two Byzantine emperors, which were consequently disposed of. 
The portrait of Irene was spared because the augusta was related to Theodora 
Doukas, wife of the doge Domenico Selvo. 17 

This hypothesis, which is accepted by Otto Demus, 18 seems too complicated and 
not very convincing (cf. Marvin Ross). It is evident that the two portraits were 
placed in their present position during the refurbishments of the thirteenth cen- 
tury, without any reference to the arrangement of the enamels in the previous 
altar-pieces, on which these portraits might well have had no place. Even though 
there is a definite relationship between the dimensions of the lower part of the 

A. Thiers, Les eglises de Constantinople, Paris 1913, 185; G. Moravsik, Pantokrator Monaster, Budapest 1923; K. 
Wulzinger, Byzantinische Baudenkmaler zu Konstantinopel, Hanover 1925; J. Kollwitz, in Romische Quartalschrift, 
42 (1934), 241; J. Arnott Hamilton, Byzantine architecture and decoration, London 1933,94; A.M. Schneider, Byzan- 
tinische Vorarbeiten zu Topographie und Archaologie derStadt, Berlin 1936, 68; R. Janin, La geographie ecclesiastique 
de /'empire byzantin, \\\, Eglises et monasteres, Paris 1953, 529, 576. 

16. Doctoral thesis quoted by O. Demus, opxit., 24. 

17. O. Demus, op.cit., 24-5. 

18. O. Demus, op.cit., 24, no. 80. 



50 



Pala and those of the small Venetian plaques with Gospel scenes and episodes 
from the life of St Mark which, we have suggested, go back to the very beginning 
of the duecento and which constitute the frame of the Pala, the fixing of these 
small plaques to the frame does not predetermine the internal divisions of the 
lower part of the altar-piece. What is more, the hypothesis of Professor Pomorisac- 
De Luigi does not explain the evident alteration, even if it is presumed to be par- 
tial, of the male figure. As a result, we must suppose that this came about on a 
subsequent occasion, that is to say during the third refurbishment, and therefore 
with a commemorative purpose in mind. It is not in fact necessary, assuming that 
it is a portrait of Ordelafo Falier, to believe that the likeness of the doge provides 
us with the precise date of its commission. Ordelafo was the originator of the gold 
altar-piece, and it is fitting that he is remembered in this way. 
On the other hand, fundamental to these theories is the supposition that the pres- , 
ence of these enamels is due to the special links between Venice and Byzantium. 
This hypothesis losses all value, however, if one considers that, on the contrary, 
from the date of their original execution, without prejudging what is meant by 
that, these enamels could very well have been part of the plunder amassed during 
the Latin conquest of 1204. In this case, it will obviously be necessary to search in 
Constantinople itself for some explanation of the presence on a work of enamel 
portraits of an imperial couple including an emperor, still in need of a name, but 
in any case a Comnene (on the grounds already expounded: even if the style were 
insufficient evidence, there is the account of John Palaeologos and his compan- 
ions recognizing the enamels in Venice, en route to the Council of Florence). If 
the object on which these likenesses appeared was an item of church plate or an 
altar, then the figures (to stay in the field of enamels, even though numerous 
comparisons can be found on coins or in miniatures) could well have been used 
like those of the emperor Michael vu Doukas and his wife Maria, who are 
crowned by Christ on the Khakhuli triptych mentioned above. There is no doubt 
that these are Byzantine, not Georgian, enamels, in spite of what has been sug- 
gested recently. 19 The figure of the imperial couple could also have had a totally 
different destination. I repeat once more, however, that I see no reason for 
discrediting the source according to which the large enamels of the Pala were to 
be traced back to the monastery of the Pantocrator in Constantinople. 
The monastery of the Pantocrator had been officially founded by the empress 
Irene, wife of John n Comnenos, but it was only after her sudden death in 1124 that 
the construction was seriously undertaken (in 1 136, to be precise). It is probable 
that the principal buildings date from the reign of John n (1 1 1 8-43). Irene, in any 
case, was not buried there, and there is nothing to prove that her mortal remains 
were subsequently transferred there. John n died twenty years after his wife. It 
remains fairly difficult, therefore, to associate with the Pantocrator monastery the 
enamel figures of John n and Irene. The case of the funerary chapel, however, is 
different. After the construction of two central-plan churches (the larger and 
older southern one dedicated to the Pantocrator, the one to the north to the Theo- 
tokos Eleousa), the chapel was built between them and became the sumptuous 
mausoleum of Manuel i Comnenos (1 143-80), who was buried there in a magnif- 
icent black marble sarcophagus beside his first wife Berthe of Sulzbach, who was 
sister-in-law of the Western emperor Conrad in and who had in Byzantium taken 
the name Irene. She had been buried there in 1161. If we allow ourselves to devel- 
op the hypothesis that the two portraits in Venice were originally those of 
Manuel and Irene, it would be possible to explain the very slight difference in 

19. C. Amiranachvili, op.cit., 99ff. (with bibliography). 
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size between the figure of Irene and that of Ordelafo Falier - the former Manuel 
Comnenos - in the Pala d'Oro by the chronological gap separating the figure of 
Irene, which would have been inserted in the templon of the mausoleum at her 
death in 1 161, and that of Manuel, added when he in his turn was buried, nine- 
teen years later. No accurate new measurements would have been obtained, for 
reasons which are easily understandable. 

Be that as it may, the mausoleum of Irene and Manuel, made ready in life by the 
august i and richly decorated as a shrine for their bodies and situated between the 
two main churches of the monastery of the Pantocrator, seems after all these 
considerations to be the least improbable original site of these important Byzan- 
tine enamels, which were subsequently imported by the Venetians and even- 
tually arranged on the Pala d'Oro. It is a simple hypothesis, to be sure, but is it 
possible to refer, as people do, to the Pantocrator in general when it is, in fact, an 
immense monastery with at least three churches, each one having its templon 
along with numerous other parts? 

Twenty years after the death of Manuel, the conquest of Constantinople in 1204 
brought to Venice a considerable quantity of precious stones and enamel. As I 
have already said, all or nearly all of the large panels which are inserted in the 
present altar-piece belong to this period: the feasts of the Church and the arch- 
angel Michael with the trisagion in the centre of the upper part, the Pantocrator at 
the centre of the whole, and the row of superb angels which obviously belong to 
the "Nerezi style" and thus to the second half of the twelfth century. All these 
enamels together make up what is termed a "divine liturgy", as they advance in 
two lateral groups converging on the throne of the Hetoimasia in an arrangement 
with the rows of twelve apostles and twelve prophets one above the other and 
with several other minor plaques set apart. There is, however, some difference in 
quality, as well as in size, between the enamels in the most "precious" group, 
(that is to say the Pantocrator, the archangel and the Feasts) and that of the panels 
with standing figures to the sides, although not enough to suggest either a chrono- 
logical or stylistic gap between them. This could however be due to the fact 
that they are the work of craftsmen of varying talent, though all working on the 
same project. The project could well have been the decoration of the templon of 
the funerary church of Irene and Manuel Comnenos, between the two main 
churches of the Pantocrator in Constantinople. In the kosmitis of this templon^ 
which probably served to divide two domed chambers, it is easy to believe that 
there would have been a Deesis, the fragments of which, re-used in the gold altar- 
piece could well be the Pantocrator in the centre, St Michael (one of the two 
archangels most often found with him) and the large apostle figures which form a 
row. The other enamels would have been placed in the body of the templon; it 
would be rash, however, to want to locate them more precisely. We can at most 
try to put them into logical groups: the prophets, the angels of the liturgy, the 
Feasts, which should be twelve in number, in order that the traditional series be 
complete. 20 Only six of these arrived in Venice, or at least only six were used: the 

20. For the iconostasis, the basic study still remains that of P. Kostantynowicz, Ikonostas, Studien und Forschungen, 
I, Lvov 1939; criticized by V. Lazarev ("La Scuola di Vladimir Susdal; due dipinti della pittura da cavalletto russa dal 
XII al XIII secolo per la storia dell'iconostasi", Arte Veneta 10(1956), 12, no. 1) for not "having evaluated all new dis- 
coveries in the fiels of ancient Russian painting made in recent years". See also, by the same author, Feofan Grek, 
Moscow 1961, 87 (in Russian); L. Brehier, "Anciennes clotures de chceur anterieures aux iconostases dans les 
monasteres de l'Athos", Studi bizantini e neo-ellenici 6(1940), 48ff. (with bibliography); J. Collette, "De Ikono- 
stase", Het Gildeboek25{\9\2), 53fT.; S. Xydis, "The chancel barrier, solea and ambo of Haghia Sophia". Gymnasium 
und Wissenschaft, Festschrift der Maximilian-Gymnasium in Miinchen, 1939, 176ff.; A. Orlandos, *H ^vkoaxEyoQ 
TiaXatokoxQioTiavoxr) BaaiAixrj, n, Athens 1954,509-35; W. Felicttti-Liebensfeh, Byzantinischelkonenmale- 
rei, Lausanne 1956, 73 fF.; G. and M. Sotiriou, lebnes du Mont Sinai, I, Athens 1957; W. Felicetti-Liebensfels, "Ent- 
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Entry into Jerusalem, the Descent into Limbo, the Crucifixion, the Ascension, 
Pentecost and the Dormition of the Virgin. But although incomplete, they form 
part of a cycle which is of great value to the study of Byzantine art and icono- 
graphy and of their influence on the art of medieval Europe. 
This whole group of enamels from the Pala d'Oro is stylistically akin to the most 
accomplished and typical Byzantine painting of the period of Manuel i Comne- 
nos (1 143-80). This was a reign which, as has been seen, was among the richest in 
terms of works in the history of Byzantine art, even if the great examples from the 
capital (the mosaics of St Sophia, of the Holy Apostles, of the monastery of the 
Pantocrator, of the Kataskepe, of the Komosotira, of the Chora and of the Forty 
Martyrs and those in the Great Palace and in the Blachernae residence, and so 
on) have been lost for ever and we are now forced to seek out the scanty remains 
of this marvellous blossoming in the little lost churches of the provinces, at 
Nerezi, for example, in the Macedonian mountains, or to catch glimpses of it in 
miniatures or in the mosaics closest to us, above all those in Macedonia, Dalma- 
tia, the region of the northern Adriatic and in Venice itself. Staying, however, 
with enamels, and particularly with large enamels, I think the most immediate 
point of reference comprises the Feast icons from the Botkin collection, which 
were perhaps originally part of a Byzantine templon; they are today in the National 
Museum of Fine Arts at Tbilisi in Georgia, rightly attributed by their latest com- 
mentator Chalva Amiranachvili 21 to the end of the twelfth century. It should 
always be borne in mind, however, that these are works of lower artistic and tech- 
nical quality than the enamels of the Pala d'Oro, which date from the end of the 
Comnenian period, but which undoubtedly share the same artistic language. 
Finally, I do not believe that any specialist in Byzantine painting would find diffi- 
culty in admitting that, even more than the Georgian Feasts, those of the Pala 
d'Oro belong to the last great flowering of Byzantine art (and certainly the strong- 
est, not only in Venice but in Italy in general) before the Fourth Crusade, that of 
the Comnenian period, from which there remains but a single masterpiece, the 
frescoes created by the principal artist at St Pantaleimon at Nerezi. 
Equally, the size of the panels make it improbable that the two series originally 
ornamented a small object, a capsella, portable altar or suchlike. It is therefore 
more probable that they came from a templon. This hypothesis is not unfounded. 
Apart from the information given by Sguropulos (concerning the Pala d'Oro), we 
know for certain that the templa of rich Byzantine churches were decorated with 
silver and gold reliefs: Italian specialists have only to recall the templon in silver 
that the abbot Desiderius commissioned in Constantinople for his church at 
Montecassino, consecrated in 1071. The detailed description in the chronicle of 
Leo of Ostia leaves few doubts about this and brings to mind a layout not dissimilar 
to the presumed arrangement of the templon of the Pantocrator. Other types of 
decoration were often also found, associated with marble structures, particularly 
sculptures but also mosaics and enamels. The great wooden iconostasis covered 
with painted icons is, as one knows, in a certain sense the answer to economic set- 
backs and to a provincial diffusion that Lazarev believed to have originated in 
Russia, 22 although not necessarily so. We have already seen a splendid example of 



stehung und Bildprogramm des byzantinischen Templons im Mittelalter", Festschrift W. Sas-Zaloziecky, Graz 
1956, 49ff.; S. Bettini, Un Hbro su San Marco, op.cit., 274-5. 

21. C. Amiranachvili, op.cit., 60ff., the series incomplete originally (numbering only eleven and lacking the 
Annunciation). 

22. See V. Lazarev, op.cit., {Arte Veneta) and L. Brehier, op. cit., 53ff. The images on a templon must not be con- 
fused with the portable icons which were placed on analoghia (a sort of rostrum) for the veneration of the faithful, 
and which were therefore called "ai 7rpocrxuv7;cjsig , \ These icons were not normally found on a templon but on 
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a sculpted kosmitis, a masterpiece of Byzantine sculpture of the Comnenian 
period, indeed of all time, re-used to provide the architrave of the eastern door of 
the baptistry at Pisa. 23 We have a reminder of mosaic decoration in the description 
by the priest Theodore Padiasimos, published by Lambros, of the church of 
Serres, in Thessaly, 24 where the templon (y, <xtooc tou p^a-ro^) showed, in mosaic 
on a gold ground, the Deesis in the centre, surmounted by the Ascension and 
flanked by the images of the twelve apostles. As for enamelled temp la, the well 
known one at St Sophia in Constantinople, dating from the time of Justinian, is 
sufficient example. Paul the Silentiary 25 specifies in his famous description that 
"the emperor had the twelve twin columns separating clergy from choristers 
covered in silver, in which a patient and skilled hand had chased medallions". It 
is permissible to think that these medallions were enamelled and represented 
Christ, the Virgin, the heavenly host of the angelic hierarchy, the prophets, the 
apostles - in fact the entire range that we find in the large enamels of the Pala 
d'Oro - and the monograms of the emperor and empress. On the templon of the 
Pantocrator, from where the enamels of the Venetian altar-piece came, there 
would have been, in place of the monograms, the effigies of the two rulers. The 
thousands of workshops in Constantinople which were producing enamels did 
not only work on the most sumptuous ecclesiastical or secular works of precious 
metal (decorated objects such as those in the sacred palace were very numerous: 
standing-lamps, tables, vessels, caskets, and so on, and portable objects intended 
to be displayed during solemn ceremonies, like votive crowns, bowls, bookcov- 
ers, vestments and shoes) but also on the decoration of architectural structures 
with the precious "pictures", which were inserted into the facades and inner walls 
of churches and palaces. This way of using enamels dates at least from the time of 
Basil i (867-86). Texts give accounts, for example, of an enamelled icon of the 
Saviour which was in the church of the prophet Elias. As for enamels inserted 
into screens, we know that the massive gold screen of the Nea Ecclesia, also from 
the time of Basil i, had at its centre a large enamel which represented Christ. 
No remnant of any of these is in situ today. We come across examples, however, 
where sculpture and painting are used together and which we can consider to be 
more ordinary and cheaper. These spy* x^fxaira, as they are strictly termed, are a 
sort of inlay in marble, imitating enamel. The marble is chiselled out - except 
for the features, and pleats in the figures' robes - and the holes filled with 



the iconostasis, originally simply a movable support for icons, not a barrier (the original sense of the term 
"eixovoaTticaiov", or "eixovoaTaaig": Codinus, De officiis, C.VI - Christmas Eve - Patrologie grecque, ed. 
E. Migne, CLVII, 61 ; v. L. Brehier, op.cit., 52). The templon itself also eventually developed into an iconostasis, and 
in later periods became more complex (as in churches on the Ionian islands); all of which does not rule out the pos- 
sibility that the kosmitis of the templon, in less elaborate examples, could have carried images painted on wood, or 
other small suspended icons. 

23. v. S. Bettini, Un libro su San Marco, op.cit. Of the long Greek inscription in mosaic, in elegant characters of the 
Comnenian period, which runs right along the base of this architrave, only fragments remain at the beginning and 
the end (several isolated letters are still distinguishable in the middle register, but the rest has fallen down or, more 
probably, been taken off, like the gold mosaic which filled the haloes, and the stones which decorated the vest- 
ments and the books of the evangelists, etc.). 

Without intensive study of the inscriptions, it would appear that, at the extreme left, we find the established form- 
ula of the Z>^j/j:"AEHEIL (TOT AOTAOT TOT 0EOT. ..)"• For the significance of the Deesis in this 
part of a Byzantine church, reference can be made to the text of Simon of Thessaloniki: "Ilepl too aytou 
veou"(C. 136, Patrologie grecque, ed. E. Migne, CVL, 345-7): the templon marks the division between the per- 
ceptible world and the intelligible world which contained the altar, "lepov p^jxa", the passage from one to the 
other is made possible through the intercession of the Virgin, St John the Baptist and other saints or archangels 
(Deesis). Through a coincidence of place and significance the templon is found right in the middle of the church be- 
tween the "secular" space of the nave and the "divine" space of the bema where the liturgy unfolds itself. 

24. S. Lambros, in "Neog 'HAArjvojui'fjfiov", XV, 171-4. 

25. v. L. Brehier, op.cit., 51. 
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coloured molten glass or small pieces of hardstone, with precious stones or pearls 
inserted here and there. 

An especially significant example of this technique is the kosmitis of a templon in 
the museum at Thebes in Beotia, shown at the exhibition of Byzantine Art in 
Athens in 1964. 26 On this kosmitis are engraved the busts of Christ, the Virgin 
and, in adjoining medallions, three apostles. The cut out figures would originally 
have been filled with coloured mastic or enamel. While the work is rather basic 
and provincial, it is important, because, possibly dating from the ninth century, it 
is perhaps the earliest surviving example of a historiated templon and, what is 
more, of one representing a Deesis. The well-known panel showing the apostles 
James, Philip and Luke in the Byzantine museum in Athens, 27 on which the 
technique, comparable with that of cloisonne enamel, is still clearer, would also 
originally have been part of the architrave of a temp lon-screen with a Deesis 
(without doubt that of the Vlattades monastery, Thessaloniki, where the panel 
came from); similarly, there are two panels in the Archaeological Museum in 
Istanbul, one representing St Eudoxia and the other a web-footed beast, which 
were found during the excavation of a chapel in the monastery of Lips (Fenari 
Isa Camii) in Constantinople. 28 They could date from the ninth or eleventh cent- 
ury, and, whether or not they were part of the architrave of a templon-screon, as 
Andre Grabar was the first to suggest, 29 they were in any case created in a tech- 
nique close to that of cloisonne enamel Another templon architrave which may 
exhibit a similar technique is that in the Archaeological Museum of Chios, dat- 
ing from the ninth or tenth century, 30 originally, perhaps, in the church of St Isi- 
dore in Chios itself. This is a minor example of the technique, and is in any case 
too dubious to be given serious consideration. 31 Finally, it is probable that this 
technique was imitated in one way or another by the Venetians. In fact, in the 
Kunsthistorisches Museum in Vienna 32 - but originating from the palace of 
Cataio, which has important collections - is a panel representing a Pantaleimon 
which is, in my opinion, indisputably Venetian work of the twelfth century, exe- 
cuted in a manner very close to that of one of the sculptors who worked on certain 
reliefs at San Marco. The figure does not now seem to have ever had inlays of 
mastic or enamel, but it shows traces of gold and paint. This is perhaps an indication 
of, so to speak, a quicker and cheaper phase, comparable to what would later 
become, on a non-monumental scale, the work of the glass-engravers: the 
Venetians replaced the expensive luxury cloisonne technique while achieving a 
similar colour effect. 

As to the vocabulary of iconographic motifs which we find in the enamels of the 
Pala d'Oro probably taken from the Pantocrator, and as to their original arrange- 
ment, the most significant clue, in my opinion, is that of the iconostasis of the 
church of St Catherine in Sinai 33 (which is known to have been an imperial foun- 
dation, imperially endowed). The work is of relatively late date - later, to my 
mind, than the twelfth century - and yet is important to the problem which con- 
cerns us, for it is possible to believe that it reflects and translates into more basic 
and economical terms the composition of templa in Constantinople during the 

26. No. 17 in the exhibition catalogue Byzantine art and European art, Athens 1964. 

27. Exh. cat. Byzantine art an European art, 1964, no. 23. 

28. Exh. cat. Byzantine art an European art, 1964, nos 24-5. 

29. A. Grabar, Sculptures byzantines de Constantinople (IV -X siecles), Paris 1963, 109, pis LV-LVI. 

30. Exh. cat. Byzantine art an European art, 1964, no. 26. 

31. e.g. the plaque showing David (in the Rotunda of St George at Thessaloniki), exh. cat. Byzantine art an Euro- 
pean art, no. 22. 

32. Sammlungfur Plastik und Kunstgewerbe, no. 7385; exh. cat. Byzantine art an European art, no. 28. 

33. Cf. G. Sotiriou, "Icones byzantines du monastere du Sinai", Byzantion 14(1939), 327, pi. V. 
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Comnenian period - in particular the example from the funerary chapel of 
Manuel i and Irene. 

The iconostasis in Sinai was dismantled and over half of it turned into individual 
icons, which are today in the museum of the monastery. It is not difficult, however, 
to reconstruct the spirit of the object and to see, for example, that the complete 
series of the twelve Feasts, each within an arch as are the upper enamels of 
the Pala d'Oro, was situated beneath the architrave of the templon, which itself 
would have carried the Deesis. The earliest trace of a similar arrangement is 
found in the codex of the Keharitomenis monastery in Constantinople, which 
was built by the augusta Irene, wife of Alexios Comnenos (1081-1118), 34 and 
which reflects a doubtless earlier tradition. We can, at any rate, start from here, 
that is to say from the turn of the eleventh and twelfth centuries, in order to 
uncover possible hints of a similar "order". Bertaux and, after him, Brehier have 
long drawn attention to Santa Maria in Valle Porclaneta, near Rosciolo (not far 
from Aquileia), 35 where, they maintain, there is an imitation of the silver iconostasis 
commissioned in Constantinople by the abbot Desiderius for Montecassino, and 
which is therefore an adaptation of a Byzantine templon from the end of the elev- 
enth century (1071). Even if the example at Rosciolo is much later, it is in any 
case possible to extract from it evidence of the arrangement of a figural templon. 
It was inevitable that the original arrangement would be imitated innumerable 
times, either in abbreviated form or expanded to include new figures, not only on 
late examples of the iconostasis but also in the icons themselves (sometimes only 
the Deesis is preserved, occupying the upper space; sometimes other motifs have 
been inserted, and so on). To avoid having to search too far, I can add to the 
examples quoted by Lazarev the famous if neglected icon at San Giovanni in Bra- 
gora, Venice, which is certainly Byzantine, from the Palaeologan period, and 
shows St Nicholas and scenes from his life. The upper part shows a Deesis 
inspired by the kosmitis of a templon. 

Not all the enamels on the Pala d'Oro that were part of the plunder of 1204 are 
considered to be intact. Some, probably damaged when they were being 
re-employed, were restored and finished by Venetian craftsmen, others had their 
inscriptions re-done (in Latin), and so on. These restorations, as well as some 
brackets which were also added, are easily recognizable. They are attributable to 
the renovation carried out in the thirteenth century and constitute the "fourth 
group" of insertions into the great altar-piece. It is pointless to dwell on them: 
compared with the rest they are few in number and only add to the history of the 
work in that they are evidence of the activities of Venetian craftsmen, who - 
although disciples of the Byzantines - had now achieved full maturity which was 
to last, in spite of their specialization in opus cristellariorum, then very advanced, 
right into the thirteenth century. 

When faced, however, with the cycle of Gospel scenes and of the life of St Mark, 
the four evangelist medallions, the modification of the figure of Manuel-Ordelafo, 
the restoration of various plaques, and minor additions to the Pala d'Oro, we 
cannot add much to fill out the slender catalogue of Venetian enamel up to and 
including the whole of the duecento. The examples are few, but they do exist, and 
the group which, I feel, is the most consistent is that of the enamels added to the 
Linkoping mitre under the bishop Kettil Karlsson Vasa (1459-65). 36 The enamel 

34. Cf. E. Golubinsky, History of the Russian Church, I, 2, Moscow 1904, 210 (in Russian); V. Lazarev, op.cit., Arte 
Veneta, 14. 

35. L. Brehier (opxit., 51) compares this screen in the choir of Rosciolo with that of San Pietro ad Albe (Abruzzi), 
and of Santa Maria in Cosmedin in Rome. The similarity lies only in the structure, however. 

36. On the Linkoping mitre: A. Branting and A. Lindblom, Medeltida broderier i Sverige, Stockholm 1928, 73-5; 
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medallions are, from all the evidence, two centuries older, and it is probable that 
they were taken from another similar mitre which had been damaged by wear 
and age. Parallel examples exist, and I particularly quote that of the mitre of Trau 
Cathedral in Dalmatia, 37 a Venetian work decorated with simulated enamels 
(miniatures on parchment, covered with crystal and bordered with pearls), attri- 
butable to the last years of the duecento or the early years of the trecento. 
The thirty-five medallions of Linkoping are, to my mind, undoubtedly Venetian 
work, to be related to the enamels on the Pala d Oro, even if it is not possible to 
attribute them to the same workshop, taking into account the chronological gap 
created by the probable date of their execution. There is, however, a certain direct 
relationship with the plaques showing the life of St Mark, although it is clear that 
the craftsmen who made the enamels on the mitre (now in Sweden) were work- 
ing at least a century later (I would even be inclined to date their activity later, in 
the thirteenth century). The suppleness and at the same time, the linear manner- 
ism of the cloisons, the freedom of the arrangement and pose of the Christ figure, 
the angels and the evangelists, and even a certain physiognomic type all deny a 
date contemporary with the pictorial tradition of the mosaics in the north arm of 
the atrium of San Marco and the frescoes of San Zan Degola. In any case, their 
Byzantine "point of departure" can only be found in works such as the enamel of 
the apostle Peter in the Museum of Fine Arts at Tbilisi, which is a product not of 
Georgia but of Constantinople, as Amiranachvili also believes, 38 rightly attribut- 
ing it to the second half of the thirteenth century. 

The enamels of the Linkoping mitre are definitely not stylistically pure, which 
explains why experts have found it impossible to relate them to other works. I do 
not deny that the task is difficult. There is, however, at least one other small group 
of enamels - even if they carry inscriptions in Latin - which in terms of their pic- 
torial manner come close enough to those of Linkoping to make it easy to believe 
that they came out of the same Venetian workshop. These are four medallions 
from the Brummer Gallery, shown in 1947 at the exhibition of Early Christian 
and Byzantine art, organized by the Walters Art Gallery, Baltimore. 39 The notes, 
including those in the catalogue, state only that it is a work which seems possibly 
to have come from the Ferrara region. This could prove interesting for us, given 
the closeness of Ferrara to Venice and the improbability that enamel workshops 
existed in twelfth-century Ferrara. I draw the attention of Swedish colleagues 
concerned with this mitre to these four medallions, which have not yet been the 
subject of close study, for there seems to me no doubt that they are of the same 
origin. The Linkoping and Brummer groups of enamels are in any case of great 

C.R. Ugglas, Nationalmusei arsbrok, n.s., V, 1935, 7-19; Y. Hackenbroch Jtalienisches Email desfruhen Mittelalters, 
Basle 1938, 63; J. Deer, Der Kaiserornat Friedrich II, Berne 1952, 62, no. 40; catalogue of the exhibition Konstens 
Venedig, Statens Historiska Museum, Stockholm, 20 October 1962 - 10 February 1963 (here the mitre is dated by C. 
Nordenfalk, who rightly rejects a Sicilian origin, Venice? 1200?). 

A Georgian origin could also still be considered possible if it is compared with the enamels on the frame of the icon 
of Khobi (C. Amiranachvili, op.cit., 76). 

37. See V.J. Djuric, Vizantijske i italo-vivantijske starine u Dalmaciji, I, Split 1960, 146ff. (with bibliography). 

38. C. Amiranachvili, op.cit., 91. 

39. v. the exhibition Early Christian and Byzantine Art, Baltimore Museum of Art, 1947, 109, n. 529. 1 refer to the 
assertion of Urbani de Gheltof (Les arts industriels a Venise au Moyen Age et a la Renaissance, Venice 1885, 14) after 
the manuscript text of J. Grevembroch (Varie Venete curiosita sacre e profane, Venice, Biblioteca Museo Civico 
Correr, 1, 1755, II, 1760, ill, 1764): "We are still left with the memory of a pyx which was transported from Venice to 
Vicenza and there lost at the beginning of the century. It was a prodigious work in gilded copper, with the ena- 
melled figures of saints and Latin inscriptions, which must be considered as one of the first Venetian attempts at 
enamelling." 

The considerable series of precious enamels which ornament the two reliquaries of the head and arm of St Blaise in 
the Cathedral treasury of Ragusa (Dubrovnik) remains to be studied. 

These are usually considered to be Byzantine but could, on the other hand, be products of a Venetian workshop, of 
which, if this is so, they would have been the masterpiece. 
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interest to historians of Venetian painting in this period. They provide evidence 
of a transition from Venetian true enamel to the work of the cristellari which sup- 
planted it. The illuminators who worked with the cristellari, however, clearly 
belonged to the tradition of the miniature proper, that is to the illustration of 
manuscripts, but when they were employed to imitate enamels they had to take 
account of the particular inflections of the artistic language peculiar to that 
medium. Through lack of attention to this subject in the past, it will now be dif- 
ficult to discover its history. 

I am pleased to be able to conclude the examination of the Pala d'Oro for, as it 
exists today, it is ultimately a Venetian work, an adaptation and reduction of 
foreign works to suit a particular taste or Kunstwollen. 
In its Gothic architectural structure the Pala d'Oro seems to anticipate the 
attempt at a formal solution which can be seen on the exterior of the basilica and 
which basically consists of a completely Western linearity together with colour- 
ing which is fundamentally and particularly of Byzantine origin. On the exterior 
of the basilica the Gothic arabesques crowning the facade are linked with the 
whole in perfect harmony, for beneath them the architecture is not conceived in 
accordance with the linear values peculiar to Gothic art; this crown therefore also 
becomes principally an expression of colour. In the Pala d'Oro, however, this 
linear quality, less obvious, purposefully breaking up the whole by means of ver- 
tical features scarcely disturbed by the arches above, does not totally blend with 
the pure colours of the enamels and jewels, with the result that the work as a 
whole seems to lack coherence and to be stylistically indeterminate and, despite 
the extreme richness of its materials and the beauty of its details, aesthetically 
unfulfilled. In order to enjoy looking at it, it is necessary to concentrate on the 
particularities - on the brilliant jewels and the enamels, where the precious mate- 
rial and the mineral hardness balance the human qualities expressed in the 
figures and narrative scenes. By translating the simple narrative into rhetoric of 
the purest colour known in the history of art, the enamels glorify it for all time. 
The faces, hands, garments, the figures and the movement absorb in their 
colours the hard refinement and, so to speak, the very matter of the mineral, in a 
much more decisive way than in mosaic, and reinforce by their variability, within 
the formal structure of the whole, the religious transcendence special to Byzan- 
tine art. The Venetians brought few personal touches, besides its structure, to the 
Pala d'Oro, but it is perhaps precisely there that a certain humanization is apparent. 
The crystalline delicacy of Byzantium is lost, in some way altered and cooled in 
contact with the warmth of humanity which succeeds in permeating through to 
the jewels and gold, just like the subtly perfumed air which is caught while tip- 
toeing through a spice-shop. Even the stone appears more tender and human, 
seeming to soften and melt like wax or honey. 

All that, however, concerns the atmosphere and the sensitivity of an age; in these 
precise figural accents the translation into Venetian of the intransigent man- 
nerisms of the court of Constantinople has not succeeded in creating poetry. 
Perhaps mosaics, in a few rare cases, accomplish this better. Here, however, the 
cultural reality of Venice, together with its technical debt, prevented any real 
linguistic break with Byzantium, which had been vital to it. The hazards of dis- 
tortion are borne out today in the translation of a text: it is not approximation that 
we should expect. 



Note: We asked Sergio Bettini for permission to publish this essay, written some time ago, because the 
analysis provided and the views expressed seem to us to have retained their validity. 
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History of the treasury of San Marco 

Guido Perocco 



The treasures of San Marco were kept inside the basilica, which was also the cha- 
pel of the doge, the supreme authority in Venice. The spiritual care of San Marco 
was entrusted to the primicerio (principal priest), to whom it fell to nominate the 
canons, sacristans and under-sacristans, and to the procurators of San Marco, 
upon whom the administration of the basilica devolved. The procurators appointed 
the under-canons, the choir master and choristers, the deacons, sub-deacons, 
organists and other assistants - a virtual court in the service of San Marco. 
At first there was only one procurator of San Marco, then two, three, four, and 
sometimes even more, to carry out special tasks in accordance with the needs of 
the time; they belonged to the highest circles in the Republic. In particular the 
procurators of San Marco were entrusted with the care of the sanctuary (Santua- 
rio), where the sacred relics were kept, and of the treasury {Tesoro), where the 
most precious objects were, in the two rooms of the basilica in which they are still 
to be found today. 

The most important relics of the sanctuary and the most valuable works of art in 
the treasury came as booty from the Fourth Crusade (1204), in the course of 
which the Venetians, at the side of the crusaders, who were for the most part 
French and German, were considered to have taken the lion's share of the spoils, 
a pre-arranged "quarter and a half. The division of the fabulous loot is still end- 
lessly discussed; it is best to consult two authoritative chroniclers of the Crusade, 
Geoffrey de Villehardouin {De la Conquete de Constantinople par les Frangais et 
les Venitiens) and Robert de Clari {LiEstoires de chiaux qui conquisent Constanti- 
noble...). 

Some objects were sent direct to Venice by the doge Enrico Dandolo, who died in 
1205 and was buried in St Sophia itself, in a tomb still visible today in one of the 
galleries of the basilica. 

The Venetian colony in Constantinople chose its first chief magistrate, who had 
as his base the monastery of the Pantocrator, one of the most famous in the city. 
A Venetian, Tommaso Morosini, became the first patriarch of Constantinople 
after the capture of the city; his seat was St Sophia. 

It can easily be argued that the Venetians collected more works of art than their 
allies because of the number of ships at their disposal and their greater know- 
ledge of Greek and of the Constantinopolitan market. Even the celebrated four 
horses of San Marco reached Venice as the spoils of war from the Fourth Crusade 
of 1204. Essential information on the many vicissitudes of the relics and precious 
objects of San Marco is derived from some fundamental studies, among them 
A. Pasini's // Tesoro diSan Marco in Venezia..., R. Gallo's // Tesoro diSan Marco e 
la sua storia, and // Tesoro di San Marco e il Museo, compiled under the direction 
of H.R. Hahnloser. 

There was a dreadful fire in a room of the treasury in 1231. According to histo- 
rians the fire burned for a considerable time, causing serious damage: only a 



65 



fragment of the True Cross, spared by the fire, an ampulla containing the Blood 
of Christ, and a relic of St John the Baptist were saved. A mosaic of the period, in 
front of the door of the treasury, conjures up the scene of the fragment of the True 
Cross saved from the fire. 

With the fall of the empire of the Latins in the East, on 15 August 1261, the city of 
Constantinople returned to Byzantine rule, but many Constantinopolitan works 
of art had reached Venice between 1204 and 1261. Baldwin n, the last Latin 
emperor of Constantinople, took refuge in Apulia, and then at Naples; the chief 
magistrate, Gradenigo, and the patriarch, Justinian, embarked for Venice, 
where, according to the chronicle of Marino Sanudo, they handed over to the 
Serenissima the furnishings of the church of the Pantocrator monastery, which 
had been the seat of the chief magistrate in Constantinople, and, it may be sur- 
mised, likewise those of St Sophia, which had been the seat of the patriarch. 
One of the earliest inventories of the reliquaries, sacred furnishings and other 
precious objects was compiled in 1283 and was published by Pasini in 1885-6 as 
an appendix to his study of the treasury of San Marco. Another inventory, drawn 
up by decision of the Great Council in 1325 and also published by Pasini, gives a 
description of the relics and liturgical vessels and specifies where in the church 
they were kept. It is impossible to distinguish which of these furnishings had orig- 
inally belonged to San Marco, and which, on the other hand, had come out of the 
churches of the imperial palaces in Constantinople or from various sover- 
eigns as gifts to the Republic. Documents attest that precious relics were some- 
times deposited in the treasury as security for important loans made by the Sere- 
nissima or by private citizens. In 1239 St Louis, the king of France, personally 
intervened with the Republic and paid over a considerable sum of money to 
secure the release of part of the Holy Crown of Thorns. Indeed it was for this 
famous relic that the king had built the Sainte-Chapelle in Paris. Some precious 
jewels also entered the treasury as pledges in connection with a large loan which 
the Byzantine emperor John v Palaeologos had requested from the Republic of 
Venice in 1343. Gallo writes that when, after many vicissitudes, the debt had not 
been repaid, the jewels lodged as security by the emperor were transferred by the 
doge to the procurators of San Marco, to be kept in the treasury. Ten of them, the 
most important, eventually became the property of the Republic and were ex- 
hibited on solemn feast days on the high altar of the basilica. 
The robbery of the treasury by a Greek citizen, Stamati Crassiolo, is notorious, 
thanks to the chronicles: by patiently working at night he managed to get into the 
treasury and carry off many works of art and jewels. The theft was entirely success- 
ful - until Stamati spoke of the whole undertaking to a friend, and the authorities 
of San Marco got to know of it. The loot was recovered, and the thief was hanged 
between the columns of the Doges' Palace, on the side facing the Piazzetta, 
where infamous crimes were expiated. 

It is extremely interesting to have detailed accounts of some of the processions 
on the piazza in front of San Marco, recorded in the journals of Marino Sanudo, 
which cover the years 1496 to 1533. The precious works of art, the personalities 
and the atmosphere are observed with sensitivity, but in a most candid and vigor- 
ous vein, as for example in the procession of the Holy League on 10 October 
1511, promoted by Pope Julius n and the Venetians, in which objects from the 
treasury and well-known relics from the sanctuary are described with admiration 
(Sanudo, Diari, xn, cols 130-43). 

The two rooms of the treasury and the sanctuary of the relics were refurbished in 
1580, presumably by Jacopo Sansovino after his appointment as chief architect 
iproto) of the basilica. 
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Of all the inventories of the treasury, the one drawn up in 1580, at the time the 
basilica was visited by Cardinal Borromeo, the archbishop of Milan, is especially 
important. The detailed notes of the chronicles about the basilica relate the many 
vicissitudes of the treasury, such as the thefts of jewels, the receipt of objects as 
security and the rediscovery of lost or mislaid sacred furnishings. 
The most important of these chronicles recall the visits of illustrious figures to 
the treasury, and "exhibitions" on the holiest feast-days. In the accounts of these 
"exhibitions" the title given to the objects and the brief descriptions which follow 
are always of interest. For example, there were five gold roses in the treasury, pre- 
sented to the Republic by five different popes. 

The fall of the Venetian Republic on 12 May 1797, brought about by the trium- 
phant Italian campaign of Bonaparte's army, had a terrible effect on the treasury 
of San Marco. The financial position of the Republic had seriously deteriorated, 
and the victorious armies were in urgent need of funds. In accordance with direc- 
tives issued by Bonaparte, the new Municipality of Venice, which had replaced 
the government of the doge, ordered churches to hand over the silver plate which 
was not absolutely essential for the religious services. Immediately afterwards 
came the order "to deposit in the State Mint the plate of the church of San Marco", 
with the exception of that ordinarily in use for the holy offices. 
The decree, promulgated on 10 June 1797 (nineteen days after the deposition of 
the last of the doges, Lodovico Manin), demanded the immediate transfer to the 
Mint of the gold and silver objects in the basilica, the sacristy and the treasury. 
Only the relics in the sanctuary, which were not considered valuable, were left. 
At the same time the municipality proceeded to collect, in addition to the objects 
from San Marco, those of the other churches, the Scuole, and the religious orders 
in the city. 

It was decided to melt down a proportion of the precious objects which had come 
from San Marco, a total of 535 kilogrammes, in order to obtain speedily a new 
supply of money. Other objects from the treasury were removed to a room in the 
Doges' Palace, where eight people were charged with removing all the gold and 
silver from vestments and other embroideries and unthreading jewels and pearls; 
the gold and silver were sent to the Mint to be melted down. 
From the precious metal, 29,223 ducats were obtained. Precious stones and 
pearls were not included in this computation, which was ordered by the Com- 
mittee of Public Safety, since their value could not readily be ascertained; this was 
finally put at three hundred thousand ducats. In January 1798 an Austrian govern- 
ment was installed in Venice in place of the municipality set up by Bonaparte 
after the fall of the Venetian Republic. On 14 February 1798 the Austrian govern- 
ment ordered that all surviving precious objects from the treasury of San Marco, 
including the precious stones and pearls which had been collected, should be 
taken back to the basilica. 

In 1801 five precious manuscripts belonging to the treasury of San Marco 
were consigned to the Biblioteca Marciana (the library of San Marco); among 
them were the Brevario Grimani, the famous illuminated Flemish manuscript, 
which had been a gift to the Venetian Republic from Cardinal Domenico Gri- 
mani (1461-1523). Three of these manuscripts are to be seen in this exhibition 
(nos 9, 14, 20). 

At the request of the canons of San Marco, 146,374 lire were received between 
1798 and 1801 to reconstitute the plate which had been lost after the fall of the 
Republic. 

On 19 January 1806, as a consequence of treaties between the Austrian and 
French governments, the municipality again came under French control. The 
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following year, by decree of Napoleon, the patriarchal seat was transferred from 
the church of San Pietro di Castello to San Marco, which had formerly been the 
chapel of the doges. 

On 20 April 1814, after the fall of Napoleon, Venice once more came under the 
government of the Austrian empire. In the meantime the government had author- 
ized the sale of pearls and precious stones from the treasury of San Marco to 
enable urgent building work to be carried out in the basilica, which no longer had 
subventions from the doge's government for its maintenance. 
In 1816, at the express wish of the Austrian emperor, Francis i, Count Leopold 
Cicognara, a well-known art historian and president of the Academy of Fine Arts 
in Venice, embarked on an inventory of the treasury. In 1820 he was asked to 
value the objects; he specified "that this should be determined in relation to a 
large number of events during the course of time, and the historical origins of the 
objects, taking into account the state of the arts in the various periods when they 
were made, and depending more than anything else on the extremely precious 
and rare materials from which most of the objects were made". 
He counted among the most precious objects an agate ewer (no. 5), an icon of the 
standing St Michael (no. 19), a chalice with gadroons (no. 11), and a sardonyx 
bowl (no. 4), In all, Count Cicognara listed 141 objects in the treasury. Some pre- 
cious stones and pearls from the treasury were sold in 1819, on the authorization 
of the government, to pay for the needs of the basilica. In 1829 the patriarch 
Pietro Monico obtained permission for the works of art from the treasury to be 
brought back from the Mint, where they had been taken in 1816 for the purpose 
of drawing up the inventory, and returned to their old places in the basilica. Res- 
toration work was carried out in these parts of the basilica, which was ready to 
receive the objects in 1832. Restoration work on the Pala d'Oro began in 1836 
and continued until 1842. Many other objects in the sanctuary and the treasury 
were restored between 1842 and 1860. 

In 1901 some rooms of the Museo Marciano were opened in upper galleries of 
the basilica. In these rooms are paintings, mosaics, tapestries and other notable 
works of art which were part of the treasury of the basilica. In 1983 the four 
bronze horses, which formerly appeared on the facade of the basilica, were 
moved into the largest room in the museum to protect them from atmospheric 
pollution. 

Two important volumes, one devoted to the Pala dVro, published in 1965, and 
the other to the Museum of San Marco, published in 1971, were produced under 
the auspices of the Fondazione Giorgio Cini and under the direction of H.R. 
Hahnloser, in collaboration with scholars from a number of countries. 
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Classical and Early Medieval 



Classical, Byzantine and Western hardstone-carving 

Daniel Alcouffe 



The collection of hardstone vessels in the treasury of San Marco is so outstanding 
that it should one day be used as the basis of the history of this kind of object from 
Classical Antiquity to the end of the Middle Ages: it contains virtually all the 
landmarks. For the present, however, given the uncertainties in this field caused 
by the rarity of examples with a secure date and place of origin, one can only put 
forward an attempt at a chronological classification which is sometimes purely 
intuitive and which will inevitably be challenged. 

There are four criteria which should help in establishing the origin of a hardstone 
vessel: the nature of the material, certain stones having been used for a time, then 
disappearing because their source had become exhausted; the shape, when it can 
be found in other, better understood fields, such as precious metalwork or glass; 
its decoration, sometimes characteristic of a particular period or culture; and 
finally its mount, whether it is the original mount and datable, or whether it was 
added after the manufacture of the vessel, when it at least supplies a terminus 
ante quern. 

The earliest references to hardstone vessels, in the context of the Dionysiac cere- 
monies organized at Alexandria by Ptolemy n Philadelphos (285-246 bc), in 
which onyx vessels figured, or the treasury of Mithridates vi, king of the Pontus 
(120-63 bc), which contained two thousand onyx vessels, show that the tech- 
nique was widespread in the East in the hellenistic period. Alexandria must long 
have played a major role in the manufacture of these objects, as is demonstrated 
not only by the vessel of Ptolemy n, but also by an Egyptian subject carved on the 
sardonyx "Tazza Farnese" in Naples, by the gift of agate vessels to the emperor 
Hadrian during a journey in Egypt, and by the discovery of a treasure of eight sard- 
onyx vessels at Qift, in Egypt, in 1930 (Engelbach 1931). But in the first century 
bc the taste for this kind of product reached Rome, where, since cameos and 
intaglios were being carved, vessels were probably made as well. The discovery in 
Rome of two treasures containing agate and rock-crystal vessels, one in 1544 in 
the tomb of the empress Maria, who died in 407 (Rossi 1863), and the other in 
1545, on the Esquiline Hill (Huelsen 1898), perhaps provides the evidence. 
The materials used in Classical Antiquity were agate (most frequently sardonyx) 
and rock-crystal. Vessels were entirely monolithic, their handles and bases 
carved from the same block of stone as the body of the vessel. There was there- 
fore no need for the addition of a mount, although even as early as this a vessel 
could be enhanced with precious metalwork, as is a sardonyx flask in the Cleve- 
land Museum of Art, which still has its gold mount (Cooney 1965, 45-6). 
It is possible to attribute to the first century bc or the first century ad a number 
of vessels with shapes reminiscent of those of precious metalwork of that period; 
the quality of their workmanship has rarely been equalled since. The cutting is 
very thin (walls only two to four millimetres thick); the handles can be formed 
of scrolls inspired by plant forms, while the bases often consist only of a simple 
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shallow flat ring (figs lOd, 10 e). While raised relief decoration is not very common, 
except on the cameo vessels in sardonyx, the bodies of this group of vessels are 
sometimes decorated with intaglio (sunk) motifs (fig. lOg). These vessels are 
spectacularly represented in San Marco by a sardonyx bowl with handles (no. 10). 
It was eventually transformed into a chalice in Byzantium, by the addition of a 
mount bearing an inscription alluding to one of the Byzantine emperors named 
Romanos. The agate bowl of another Byzantine chalice, that of Sisinnios (no. 23), 
could well have come from the same artistic background. 
The sardonyx bowl of a second chalice bearing the name Romanos (no. 1 1), like 
that used in a cruet (no. 35), appears to be later. A sardonyx flask in Munich 
(fig. 35 d), decorated with fillets as is the bowl incorporated in the cruet, has on 
either side two leaves cut in intaglio, in line with the decorative principles seen 
on vessels contemporary with the Romanos chalice with handles; other vessels 
decorated with fillets, however (figs 35 a, 35 b), have thick walls which set them 
apart from these. It is essentially on iconographic grounds that two lamps (nos 2, 
3) and the "Grotto of the Virgin" (no. 8) are attributed to Late Antiquity (the 
fourth and fifth centuries); relief decoration seems to take on more importance 
during this period. The last two objects are also both thick-walled. This thickness 
is accentuated in a sardonyx bowl (no. 4) with characteristics also found in 
two other items in the treasury (figs 4 a, 4b), all three copying - though distort- 
ing - vessels of the same period as the chalice with handles. Their handles, carved 
from the same piece of stone as the body of the vessel, still link them to Classical 
Antiquity, but they are technically much less accomplished. 
Following the example of the Graeco-Roman culture, the Persian empire of the 
Sasanids (226-651) became famous in the field of hardstone-carving. The engrav- 
ing of stones was practised there, and also the production of vessels, as is shown 
by the famous bowl, said to have belonged to Chosroes and dating from the end 
of the fifth century or the beginning of the sixth, from the treasury of Saint-Denis 
(Montesquiou-Fezensac and Gaborit-Chopin, 1977, pi. 46), and by two oval 
bowls in the Department of Oriental Antiquities in the Louvre, found at Susa, one 
in rock-crystal (Ghirshman 1962, 222) and the other in green jasper. Because of 
its shape, a sardonyx ewer in the Pitti Palace (fig. 5 c) has also been attributed to a 
Sasanian craftsman; a ewer in San Marco (no. 5) is possibly a seventh-century 
Byzantine work inspired by just such a model. 

Substantial numbers of Classical hardstone vessels survive all over the world. In 
contrast, for examples of Byzantine hardstone-carving the treasury of San Marco 
constitutes the principal source. It contains a series of hardstone vessels - prin- 
cipally chalices - with precious metalwork mounts which are incontestably 
Byzantine, dating for the most part from the tenth and eleventh centuries. Some 
of these chalices re-use Antique bowls, but it is unlikely that they all do: other 
bowls have peculiarities which set them apart from Classical hardstone-carving. 
During the period of Iconoclasm (726-843), although it represented an artistic 
low-point, the traditions of craftsmanship inherited from Rome were probably 
not lost in Byzantium. This is why, during the reigns of the Macedonian emper- 
ors (867-1056), the "Macedonian Renaissance" - inspired by Classical Antiqui- 
ty - found expression not only in manuscript-illumination, ivory and glass, but 
also in hardstone-carving: engraved stones, and vessels. During this period Classi- 
cal hardstone objects were certainly in great demand, to be used for sacred pur- 
poses, as in the case of the two chalices of the emperor Romanos, the chalice of 
Sisinnios and a rock-crystal lamp (no. 2). Side by side with this re-use and adapta- 
tion, however, although no text mentions it, there developed actual manufacture. 
It is known that the Macedonian emperors liked to give hardstone objects to 
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foreign rulers: the gold-mounted rock-crystal presented to Louis the German in 
872 by Basil i, the onyx vase given to Hugh, the king of Italy, in 926 by Romanos i 
Lecapenos (Lamm 1929-30, 1, 517), and later the sardonyx cup sent to the West- 
ern emperor Henry iv by Alexis i Comnenos (1081-1118; Ebersolt 1923, 84). Pro- 
duction flourished from the tenth century, as is shown by the mounts of works in 
San Marco as well as by two sardonyx bowls of Byzantine origin on the ambo pre- 
sented by the Ottoman emperor Henry n to the palace chapel at Aachen at the 
beginning of the eleventh century (fig. 43 f; Schnitzler 1957, pis 110-1). 
Byzantine hardstone vessels are, like Classical vessels, mostly of agate - particu- 
larly sardonyx. The treasury of San Marco also contains a green jasper chalice 
(Hahnloser 1971, no. 52, pi. l). In contrast, rock-crystal, which was used in Islam 
at this time (cf. nos 30-32), hardly seems to have penetrated the Byzantine empire 
(v. no. 8). Sardonyx was being used for the last time in the manufacture of large- 
scale hardstone objects: it was to disappear, probably in the eleventh or twelfth 
century, since from then on craftsmen had to use less beautiful and less precious 
stone, even for objects as exquisite as the chalice and incense-boat in the exhi- 
bition (nos 42-43). 

It is difficult to establish a chronology for the vessels which appear to be Byzan- 
tine. It seems that, from the tenth century, some objects could be of high quality 
(e.g. no. 16) while others, no doubt from different workshops, were clumsier (e.g. 
no. 15). In a general way, Byzantine hardstone-carving, compared with that of 
Classical Antiquity, shows a decline in craftsmanship. The productions are often 
thicker-walled than those made around the beginning of the Christian era. Some- 
times the insides of vessels have not been smoothed. Less daring, the craftsmen 
no longer made the objects entirely out of one piece, but finished them off with 
separate mounts. Some vessels, however, have a small base copying the foot- 
rings of Classical Antiquity; in these cases the underside of the base of the vessel 
is no longer flat, but concave. Very often, though, the foot is of precious metal- 
work. Likewise, when the chalice has handles, these have not been carved from 
the stone but furnished from precious metal. The surface of the vessel is without 
decoration, except in a few cases where the body is incised all round with 
large juxtaposed features, as in the three agate bowls in the Pitti Palace, one of 
which still has its silver-gilt Byzantine chalice mount (Heikamp 1974, nos 15-7, 
figs 32, 34-5). 

The objects in the treasury (nos 42, 43), however, suggest that the craft of Byzan- 
tine stone-carvers - at least in one of their workshops - evolved to the point where 
they were mastering anew the technique of relief decoration and cutting handles 
from the same piece of stone as the body of the vessel. Production, however, 
seems to have stopped after 1204, if not before. 

The shapes, less varied than in Classical Antiquity, whether the objects were for 
sacred or secular use, included round and oval bowls, with plain or gadrooned 
bodies (no. 43), vessels in the shape of truncated cones (no. 15) and even, appar- 
ently, bowls in the shape of shells, with or without gadroons, like sardonyx 
bowls in San Marco (Hahnloser 1971, no. 91, pi. lxxi), at Aachen (Schnitzler 
1957, pi. Ill), in the Louvre (fig. 43 e) and in the Schatzkammer in Munich 
(Thoma and Brunner 1964, no. 39). 

The treasury of San Marco also bears witness to Western crystal-carving in the 
later Middle Ages. Perhaps under the influence of the Eastern objects which, 
after the sack of Cairo in 1062 and then that of Constantinople in 1204, reached 
Western Europe, where they were re-used (e.g. nos 32, 37), hardstone-carving 
was revived at the end of the twelfth century. It first appeared in the Rhine-Maas 
region, as Hahnloser has shown (1966, 1973). At first only rock-crystal was 
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worked, but between the thirteenth and fifteenth centuries jasper, agate and 
amethyst were introduced. Western hardstone-carvers at first devoted them- 
selves to liturgical objects, all types of which gradually appeared in rock-crystal 
But the needs of worship, particularly from the fourteenth century on, had to 
compete with the secular demands of princely patrons. 
Western crystals were initially always convex; later on the craftsmen succeeded 
in working flat surfaces. On a cross in the treasury at Scheldewindeke, mounted 
around 1170-80, and on a contemporary cross in San Marco (exh. cat. Rhein und 
Maas, 1972, no. g24; Hahnloser 1971, no. 141, pi. cxix), only the upper arm of the 
former and the two transverse arms of the latter are cut into six facets; these are 
still convex. In contrast, the facets have become flat on two panel-reliquaries in 
the treasury of the priory of Oignies at Namur, which were mounted in the 
second third of the thirteenth century (Courtoy 1951-2, nos xx-xxi, figs 60-1). 
Technical progress continued into the fourteenth century: surfaces were no long- 
er only plain or faceted but could be enlivened in intaglio or in relief, as on a 
bowl with wavy gadroons (no. 45), and there was a revival of the practice of carv- 
ing handles and base from the same block of stone as the body of a vessel. 
Two centres of production seem to stand out from the end of the thirteenth cen- 
tury onwards: Paris and Venice. Here the presence of crystal-carvers is attested at 
the end of the reign of St Louis (1214-70) and in 1284 respectively (Hahnloser 
1956). A pair of candlesticks (nos 38-39), the mounts of which appear to be 
Venetian, and the bowl with wavy gadroons (no. 45), so close to certain pieces 
from the Valois collections, perhaps bear witness to the qualities of each of these 
two centres. 
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Glass situla with Dionysiac scene 

Made in Rome or Alexandria, 4th century(?) 

Glass, silvered bronze. Height 203 mm, overall max. width 192 mm 

Tesoro, no. 123 (listed in the 1325 inventory: III, no. 10) 



Slightly conical in form, the situla of dark purple-blue 
glass is cut in deep intaglio with images from the Diony- 
siac festivities. One group of figures shows Ariadne (?) 
holding a thyrsus and offering a cup of wine to the nude 
Dionysus, shown leaning on a pillar behind which is a 
crouching panther. To the left of Dionysus is a shepherd 
bearing a cup and crook. To the right of Ariadne a shep- 
herd pursues a maiden, and a pan holding a flute pur- 
sues a maiden dressed in a long flowing gown. Bunches 
of grapes and vine tendrils form a seme ground. A bead- 
and-reel border runs along the top of the frieze, and 
bunches of grapes, fish and pearls contained by styl- 
ized acanthus branches form the lower border. Although a 
large part of the base is missing, the remains of a carved 
rosette on the underside are evident. Four silvered 
bronze buttons, each with an engraved rosette, secure 
the handle of the bucket to the sides. The center of the sil- 
vered bronze handle is marked by a bead-and-reel motif. 
Volbach has noted that the portrayal of shepherds pursu- 
ing maidens refers specifically to lines 391 ff. in Book iv 
of Ovid's Metamorphoses - the source for the celebra- 
tion of the Dionysiac thiasos - in which the daughters of 
Minyas, who had refused to take part in the Dionysiac 
festivities, flee from the god and his entourage. 
The depth of the carving of this piece led Molinier to 
compare it to the diatreta vessels. Indeed, although the 
technique is the opposite, there are similarities among 
some of these pieces. For instance, both the situla 
with hunting scenes, also in the treasury of San Marco 
(fig. la; Hahnloser 1971, no. 13) and the Lycurgus Cup 
in the British Museum (fig. 1 b) likewise have a rosette 
carved on the base. Although not glass, the "Rubens 
Vase" (fig. 2e) in the Walters Art Gallery, Baltimore, 
which is closely akin to the Lycurgus Cup, has a similar 
rosette on the base. Furthermore, in general style and 
iconography, the Lycurgus scene on the British Muse- 
um cup has been compared to this situla (Harden and 
Toynbee 1959, 201). Whereas the situla with hunting 
scenes is thought to be sixth to seventh century in date, 
the Rubens Vase and the Lycurgus Cup are thought 
to have been made around 400 (exh. cat. Age oj Spiritual- 
ity \ 1977-8, no. 313, and Masterpieces of Glass, 1968, 
no. 100). Both a fourth-century date and a sixth-century 
date have been proposed for this Dionysiac situla. Albiz- 
zati, in the pioneer study of this piece, placed it in the 
fourth -fifth centuries (Albizzati 1923, 51-63). 
No comparable Antique glass vessel cut in intaglio has 
come down to us, but traditionally this bucket has been 



attributed to Alexandria or Rome in the fourth century. 
Such conclusions have been reached in the convincing 
studies by Fremersdorf (1951, 24) and Harden and Toyn- 
bee (1959, 59). These conclusions have been reiterated 
by Coche de la Ferte (1962, 33) and von Salderii (1969). 
The closest fragment appears to be that of a cup from 
Begram in the Musee Guimet (fig. lc), on the basis of 
which Coche de la Ferte placed the situla in fourth- 
century Alexandria (1962, 33). One can also compare 
the situla to fragments in the Ray Winfield Smith collec- 
tion. These are thought to be third -fourth century in 
date and Eastern Mediterranean in origin (fig. 1 d; exh. cat. 
Glass from the Ancient World, 1957, nos 359, 360, 367). 
In the absence of a technically comparable complete 
piece of glass, this piece has been compared in style and 
iconography to works in other media, especially of sil- 
ver. For example, the poses of individual figures have 
been aptly compared to the rendering of individual 
figures on the fourth-century Oceanus dish from the 
Mildenhall Treasure (fig. 1 e; Harden and Toynbee 1959, 
201). The spacing of the figures and resulting rhythm are 
also comparable on the two pieces, as is the combination 
of marine iconography with that of the Dionysiac thiasos. 
Although the style is quite different, the same icono- 
graphic combination is found on the late fifth -early 
sixth-century silver vase in Cleveland (fig. 1 f; exh. cat. 
Age of Spirituality, 1977-8, no. 131). Most recently, Vol- 
bach has suggested a late sixth to early seventh-century 
Byzantine origin for the piece (Hahnloser 1971, no. 14), 
pointing out the manneristic design, which is compar- 
able to Byzantine silver of the seventh century. In his 
study of the series of renaissances of the Classical tradi- 
tion as seen in silver and ivories from the fourth to 
seventh centuries, Volbach notes that the Heraclian 
Renaissance is characterized by the reduction of space to 
a single plane and clearly recognizable Classical proto- 
types which have lost their meaning (1962, 31-2). This 
glass bucket with its seme ground may well be a candi- 
date for the Heraclian Renaissance, but there seem to be 
too many analogies with earlier pieces to renounce the tra- 
ditional fourth-century Roman or Alexandrian attribution. 

K. R.B. 

Bibliography: La Mottraye 1727, 72, pi. vi. Pasini 1885-6, 100, no. 2, 
pi. nil, fig. 121. Molinier 1888, 97, no. 111. Albizzati 1923, 51-63. Fre- 
mersdorf 1951, 24. Harden and Toynbee 1959, 201. Coche de la Ferte 
1962, 33. Grabar 1966b, 320, figs 376-7. Gallo 1967, 270, no. 10; 299, 
no. 61; 322; 352, no. 71; pi. 60. Saldern 1969, 124-32. Philippe 1970, 
132. Hahnloser 1971, no. 14 (Volbach), pis xi-xil. 
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Rock-crystal lamp with marine life 

Stonework: 4th century. Metalwork: Byzantine, 10th -12th century 
Rock-crystal, silver-gilt, glass. Height 62 mm, length 138 mm (211 mm with 
mount), width 112 mm (178 mm with mount) 

Tesoro, no. 50 

Identification of this object in the old inventories is 
uncertain before an 1801 valuation of the contents of the 
treasury, where it can be recognized from the descrip- 
tion: "7 Pezzo Cristal intagliato a Pesce fornito d f arg[ent]o " 
(Gallo 1967, 361, no. 188). Cicognara, in a catalogue of 
the treasury compiled between 1816 and 1820, rather 
surprisingly interpreted it as the lid of a lost vessel, 
mounted in copper-gilt ("Coperchio di qualche antico 
vaso di cristallo con rilievi che rappresentano pesci e con- 
chiglie, montato in rame dorato") and valued it at only 50 
lire (Gallo 1967, 373, no. 17); even at that time there was 



only one piece of glass left on the mount. Pasini later 
recognized the object as a lamp but mistook the rock- 
crystal for glass. 

The oval bowl of rock-crystal is carved in one piece with 
ten marine animals in very high relief, almost in the 
round, engraved with parallel grooves. The craftsman 
made his task more difficult by hollowing out the motifs 
and even partly cutting away the junction between some 
of them and the body of the bowl. Of the ten animals 
seven are distributed over the body of the lamp: the shell 
of a hermit-crab, two fish detached from the back behind 
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the tail and all detached from the vessel at one or more 
points, four less easily identifiable animals (a dolphin, 
possibly, two crabs or jelly-fish, and what could be 
another - broken - fish). The other three motifs, perhaps 
shells, now damaged, are decorated with ovoid hollows 
and could have served as feet. 

The bowl is not without parallel. The Metropolitan 
Museum of Art, New York, possesses half a rock-crystal 
bowl in the shape of a ship, found at Carthage (fig. 2 a; 
Buhler 1973, no. 115b, pi. 39). This bowl, which may 
have been a lamp (cf. no. 3), also has fish and shells in 
relief, engraved with parallel grooves, but the motifs are 
not hollowed out and are in much lower relief than on 
the San Marco bowl. The decoration is also reminiscent 
of the fish, shells and insects carved in the round in hard- 
stone, usually rock-crystal, which were possibly used in 
some Roman game and still survive in considerable 
numbers (e.g. Paris, Musee de Cluny, fig. 2b; London, 
British Museum, cf. Walters 1926, 371-2, nos 3971-85). 
While it is difficult to say where the San Marco bowl was 
made, it would seem possible to date it by following Vol- 
bach. A group of interrelated glass vessels deeper than 
the bowl in Venice has the same relief decoration of fish 
and shells distributed over the surfaces. One of the 
group, in the Vatican, rests on three feet in the form of 
shells - as the San Marco vessel might have done - and 
dates, on the evidence of its findspot in Rome, from the 
end of the fourth century. Another example, in the Rhei- 
nisches Landesmuseum at Trier, was found in a fourth- 
century cemetery near Trier (Kisa 1908, 768-9, figs 314- 
314a). In the Romisch-Germanisches Museum in Co- 
logne are two vessels of this type: one comes from a 
fourth-century sarcophagus in Cologne, while the other 
(fig. 2 c) again has three feet in the form of marine 
animals (Doppelfeld 1966, 61, pis 142-3). M.H. Hellen- 
kemper points out that a similar vase is to be found in the 
Magyar Nemzeti Museum in Budapest (fig. 2d). It could 
be assumed that the adoption of this style of ornament 
on rock-crystal objects preceded its use in the more in- 
dustrial medium of glass. Be that as it may, these compari- 
sons allow the San Marco bowl to be dated to the fourth 
century. The workmanship and style of the decoration 
can also be found in the almost contemporary "Rubens 
Vase" in the Walters Art Gallery, Baltimore (fig. 2e), 
which exhibits the same pronounced and undercut 
relief, as well as the same naturalism. 
The presence of the fish would tend to suggest a Chris- 
tian origin for the bowl: it has. been proposed that the 
glass bowls mentioned above could have been chalices 
(Cabrol and Leclercq 1907-58, II/2, cols 1604-5). How- 
ever, the transparency of the rock-crystal could have been 
enough to inspire the marine subjects. Aquatic scenes 
were to reappear in the sixteenth century, engraved on 
rock-crystal vessels. 

The rim of the bowl was subsequently slightly damaged, 
and it may have been to conceal this that the crystal was 
provided with a metal mount, apparently Byzantine, 



which transformed the object into a lamp. The mount 
comprises a wide silver-gilt flange, secured by tongues 
around the outside of the bowl; beaded wire runs round 
the inside and outside of the flange on its upper and low- 
er faces. The lower face had six glass cabochons in collets 
surrounded by beaded wire: the only one of them to sur- 
vive is an imitation of a sapphire or of lapis lazuli. The 
mount has eight candle-holders, surrounded by beaded 
wire at their bases, and four handles for suspension. 
A Byzantine agate paten in the treasury of San Marco 
has a similar silver-gilt border surrounded by beaded 
wire (fig. 2f; Hahnloser 1971, no. 71, pi. lx). 

D.A. 

Bibliography: Pasini 1885-6, 75, pi. Liv, fig. 123. Molinier 1888, 97-8, 
no. 112. Gallo 1967, 361, no. 188; 373, no. 17; pi. 62, fig. 106. Hahnloser 
1971, no. 8 (Volbach), pi. iv. Buhler 1973, 79, no. 116. 
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3 

Rock-crystal lamp in the shape of a fish 

Probably 5th century 

Rock-crystal, silver-gilt. Height 55 mm, length 311mm, width 177 mm 
Tesoro, no. 84 



The function of this object long remained forgotten. The 
1571 inventory of the treasury lists it as "Una galia de 
Cristal de montagna desfornita" (Gallo 1967, 301, no. 115). 
It then appeared in the 1733 inventory as "Un ovato 
grande forato alVintorno e concavo nel mezo" (Gallo 
1967, 353, no. 114) and in the 1801 valuation ofthe treas- 
ury as "Un pezzo Crestal forato, fatto a copano [boat]" 
(Gallo 1967, 362, no. 214). It was valued at 500 lire in 
Cicognara's catalogue ofthe treasury, started in 1816 
(Gallo 1967, 372, no. 9). 

The lamp, in the general shape of a fish, was cut from a 
crystal of indifferent quality. The hollow boat-shape of 
the centre is emphasized by a protruding central ridge run- 
ning the length of the exterior. The boat-shape is sur- 
rounded by a flat border, pierced in nine places for 
candles or lamps; the triangular tail is bevelled along its 
upper edges. Four silver-gilt suspension-rings are fixed 
into the crystal. 

The piece is remarkable for its thickness, as well as for 
the quality of its workmanship, the originality of its 
design (Classical and Byzantine hanging-lamps are usually 
circular) and the boldness of its stylization. It is probably 
not a Byzantine work of the Macedonian period, as 
Middle Byzantine craftsmen hardly ever used rock-crystal 
(cf. no. 8). The object was cut from a block of substan- 
tial size. The treasury of San Marco contains a number of 
lamps which are probably Byzantine, but which are 
made of glass (cf. no. 24). The iconography (the use of 
the fish), like the technique, suggests that the lamp was a 
Late Antique sanctuary-lamp. The same thickness can 
be found in other more or less contemporary hardstone 
objects in the treasury (e.g. no. 4). It is interesting, too, 
to compare this lamp with the fragment of a rock-crystal 
ship decorated with fish in the Metropolitan Museum 
of Art, New York, which may also have been a lamp 
(fig. 2 a; cf. exh. cat. Age of Spirituality, 1977-8, no. 186). 
In fact, this fourth-century vessel has the same external 
central ridge as the San Marco lamp. Both objects are 
reminiscent of the gold-mounted rock-crystal lamp in 
the shape of a shell found in the tomb ofthe empress 
Maria, who died in 407 (Rossi 1863, 53). 

D.A. 



Bibliography. Pasini 1885-6, 75, pi. Liv, fig. 127. Molinier 1888, 98, 
no. 116. Gallo 1967, 301, no. 115; 353, no. 114; 362, no. 214; 372, no. 
9. Hahnloser 1971, no. 77 (Grabar), pi. lxiv (with bibliography). 
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Sardonyx bowl with one handle 

5th -7th century (?) 

Sardonyx. Height 150 mm, diam. 210 mm, width 280 mm 
Tesoro, no. 64 



This spectacular handled bowl is without doubt one of 
the largest works ever cut from a single block of sard- 
onyx. Nine millimetres thick at its rim, it weighs, accord- 
ing to Pasini, 2.38 kilogrammes. It has a flat rim and is 
well-rounded on the exterior and on the interior, where 
the bottom is flat; the base is also flat, with a foot-ring. 
The outside ofthe handle, along the curved part, com- 
prises two stout ribs separated by a concave depression 
made with a cylindrical tool. 

Although the cup is of good workmanship, some techni- 
cal faults are evident. On the exterior, facing the handle, 
there is a horizontal mark left by the cylindrical tool used 
for the hollowing-out process. A more serious fault is 
that the weight ofthe handle makes the cup unstable. 
The question arises whether the cup originally had two 
handles, which would appear more logical, and whether, 
during manufacture, an accident prevented the execu- 
tion of the second. 

At some time an attempt was made to balance the cup by 
adding a mount. This plain silver-gilt mount (Gallo 1967, 
367, no. 27), according to Pasini, consisted of a second 
handle, providing a counterbalance, and a base to which it 
was attached. In his description, the sardonyx handle 
was also entirely covered with silver-gilt for reasons of 
symmetry; this seems to have been executed after the 
rest ofthe mount, since, if the description ofthe object 
in the 1571 inventory is to be believed, the sardonyx 
handle was still then visible: "Un'altra coppa d'Agata con 
doi manichi, cioe uno dAgata et Valtro d'arzento, etpiede 
d'arzento" (Gallo 1967, 298, no. 51). By contrast, in the 
1733 inventory the bowl has two metal handles: "Una 
tazza grande di nicolo orientate con manichi doratr (Gallo 
1967, 350, no. 21). The vessel was still described as hav- 
ing a mount in the catalogue of the treasury started in 
1816 by Cicognara, who valued it at 8000 lire; this made 
it the most precious item after two ewers with zoo- 
morphic handles (no. 5; Gallo 1967, 367, no. 27). At the 
time of Pasini's publication, 1885-6, the mount disap- 
peared. 

The rim ofthe bowl has four holes pierced at even dis- 
tances, this proves that at a certain stage a metal rim had 
been mounted that was never mentioned in the old 
descriptions. This vessel relater closely another two- 
handled bowl in the treasury of San Marco, carred from a 
single block of sardonyx; this was mounted in Venice in 
the thirteenth century to serve, possibly, as a chalice (fig. 
4b; Hahnloser 1971, no. 60, pi. lii). Despite what might 
be thought of them, the two vessel, each carved from a 
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single block of sardonyx and innocent of a Byzantine 
mount, cannot be considered tenth or eleventh-century 
Bytantine work. The shapes of the vessels, and partic- 
ularly the designs of their handles, derive from Classical 
hardstone bowls, notably represented in the treasury of 
San Marco by the chalice of the emperor Romanos (no. 10). 
The foot-ring of the one-handled bowl is a characteristic 
feature of hardstone vessels of this period, on which it is 
more discreet (cf. fig. 10 e). In some ways the workman- 
ship of the two pieces betrays a certain hesitancy in com- 
parison with the works of Classical Antiquity. The con- 
tours of the one-handled bowl and the related "chalice" are 
regular, to be sure, but they have a notable thickness. 
Above all, the handles of the two vessels are very clumsy 
by comparison with those of vessels like the Romanos 
chalice. The intricacies of the pierced handles of the lat- 
ter are recalled by two holes pierced through the upper 
part of the handles of the "chalice" (fig. 4 b). The handles 
of the Romanos chalice and comparable vessels of the 
same period spring from the rim of the vessel and not 
from below it as do those on the one-handled cup and 
the related "chalice". The same defect can be found on 
another sardonyx bowl in the treasury, flat and very 
much smaller (fig. 4a; Hahnloser 1971, no. 6, pi. m). 
These latter vessels fit chronologically between those of 
Classical Antiquity and those of the Macedonian Renais- 
sance, but it is impossible to be sure whether they are 
Late Antique works or imitations, made in Byzantium 
before the tenth century, of Classical vessels. 

D. A. 



Bibliography: Pasini 1885-6, 60-1, no. 92, pi. xliv. Molinier 1888, 93, 
no. 79. Gallo 1967, 298, no. 51; 350, no. 21; 367, no. 27; pi. 58, fig. 
100. Hahnloser 1971, no. 90 (Grabar), pi. lxxi. 



5 



Agate ewer with zoomorphic handle 

Byzantine, 7th century (?) 

Agate. Height 250mm, diam. 160 mm 



The ewer is cut from a single block of agate dappled all 
over with concentric zones. The mouth with a promi- 
nent pouring-lip surmounts a neck in the form of a 
truncated cone, marked at the bottom by a projecting 
rounded moulding. The ovoid body terminates in a base, 
the concave underside of which is surrounded by a flat 
rim. The handle is an elongated animal (a lion?), the tail 
of which extends over the body of the ewer. 
The vessel is very like a sardonyx ewer in the treasury 
(fig. 5 a; Hahnloser 1971, no. 11, pi. vni), with the same 
characteristics except that it has a rounded rim without a 
pouring-lip, and a solid base. 

The two ewers seem to figure in the 1325 inventory as 
"Vascula duo, unum de calcedonio, alteram de sardonia, 
inornata, sine auro et argento" (Gallo 1967, 278, III, 
no. 17). The 1571 inventory mentions "un vaso de Calci- 
donia con manico intagliato" and "un vaso de Cameo con 
manico intagliato" (Gallo 1967, 298, nos 52-3). The two 
vessels can be found again in 1678: "un vaso di cameo" 
and "un vaso di Calcidonia" (Gallo 1967, 323, nos 102, 
105); then in 1733: "un vaso di sardonica con bocchino e 
manico d'un solo pezzo" and "un vaso di nicolo orientate 
con manico tutto d f un pezzo" (Gallo 1967, 352, nos 69, 
72). In Cicognara's 1816 catalogue of the treasury the 
two pieces are given the highest valuations, 12,000 lire 
apiece (Gallo 1967, 369, nos 36-7). 
They are impressive works, remarkable not only for their 
size but also for the beauty of the stone and for the 
extraordinary skill which went into the carving of the 
zoomorphic handles from the same block as the body. 
Yet both these thick-walled vessels have technical faults. 
On the agate ewer the moulding is higher on one side of 
the body than on the other, the part of the body facing 
the handle was cut flat during the hollowing-out process, 
and the axis of the handle is out of line with that of the 
vessel. The contour of the body is, however, more regu- 
lar than that of the other ewer, which is flat on one side, 
although its moulding is better produced. 
The two vessels are related to two sardonyx ewers in the 
Louvre, which have a similar appearance and, specifi- 
cally, a high neck, the same thickness and the same 
hesitant workmanship, which has given them handles 
also slightly askew. On one of them, formerly in the col- 
lection of Louis xiv (fig. 5 b), the lip is prominent, and 
the underside of the base is concave, as on the San Marco 
agate ewer. The second is the famous ewer mounted 
in the twelfth century for Abbot Suger of Saint-Denis 
(fig. 35 e; cf. Montesquiou-Fezensac and Gaborit- 
Chopin, 1977, pi. 22). On both these vessels the project- 



ing moulding of the San Marco ewers is replaced by a 
marked dislocation of neck and body. 
Other objects appear to be prototypes or models for the 
ewers in Venice. The sardonyx ewer in the Pitti Palace, 
from the collection of Lorenzo de' Medici (fig. 5 c; Hei- 
kamp 1974, no. 1 1, pi. n), has a wide and flat rim with no 
lip, like that of the sardonyx ewer in Venice. Like the San 
Marco ewers it has a neck of truncated cone shape, a 
rounded moulding, an ovoid body and a zoomorphic 
handle close to the examples in Venice. The ewer in 
Florence can be related to three sardonyx vessels with 
no lips or handles (the latter having possibly been 
removed), on the grounds of a general similarity of 
shape. One is in the Victoria and Albert Museum (fig. 5d; 
Lightbown 1978, 1-3, no. 1). Two were transformed into 
ewers in the seventeenth century by gold and enamel 
mounts: one, in the Louvre, from the collection of Louis 
XIV (fig. 5e), still has the remains of a spout, while the 
other, in the Kunsthistorisches Museum in Vienna 
(fig. 5 f) has had its moulding cut away except for the sec- 
tion to which the handle is attached. 
The ewer in Florence is generally regarded as an example 
of Sasanian art, of which the most brilliant periods were 
the third and fourth and the seventh centuries. Its gen- 
eral appearance, with a neck in the shape of a truncated 
cone separated from an ovoid body by a small "cushion", 
can certainly be found in Sasanian silver vessels. Zoo- 
morphic handles are common in Persian art, even in the 
Achaemenid period. The ewer can be compared with 
one of Sasanian silver in the Cleveland Museum of Art 
(fig. 5g), which has a handle in the form of a panther, or 
with a bronze Sasanian ewer in the Victoria and Albert 
Museum (M. 27-1945), where the handle is an elongated 
monster. Lamm (1929-30, 1, 189) also draws attention to 
the leopard handles on two fourth-century gold cups 
from the Pietroasa treasure in Bucharest, the technique 
of which is similar to that of the Sasanian cup said to have 
belonged to Chosroes (end of the fifth or early sixth 
century; Paris, Bibliotheque Nationale; Montesquiou- 
Fezensac and Gaborit-Chopin 1977, pi. 46). But the 
Roman world also supplied examples of zoomorphic 
handles, the elongated hare on a Late Antique silver ewer 
in the Louvre (Inv. Bj 2254), for instance, or the fragment 
of an agate handle in the Romisch-Germanisches 
Museum in Cologne depicting a sea-horse attacked by a 
tiger (fig. 5h; Buhler 1973, no. 79, pi. 25). 
The objects grouped round the ewer in Florence, a little 
thicker-walled than the vessels of Classical Antiquity, 
have nevertheless preserved qualities of technique and 
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are superior in workmanship to the ewers in Venice, 
which they must have inspired. The latter are without 
doubt later than the first group, which are Sasanian or at 
least date from the Late Antique period. The presence of 
a prominent pouring lip - a characteristic trait of ewers 
made by Sasanian silversmiths - on two of the pieces 
from the second group (to which the ewer on exhibition 
belongs) would, however, tend to strengthen the case for 
a Persian origin for the earlier group of vessels. The 
objects of the second group share with Antique vessels 
the characteristic of having been worked entirely from 
one block, and cannot therefore be dated long after the 
first group. It is unlikely that they originated in Persia, as 
there is no comparable Oriental work showing a decline 
of technique in this area. In the present state of know- 
ledge, the most attractive hypothesis, put forward by 
Volbach, is that they are Byzantine works of the seventh 
century. The influence of Sasanian art on Byzantine art 
of this period, contemporary with the looting of King 
Chosroes n's treasury in 628 by the Byzantine emperor 
Heraclius, argues for this. 

D.A. 



Bibliography: Pasini 1885-6, 94, no. 120, pi. Lii. Molinier 1888, p. 97, 
no. 109. Lamm 1929-30, 1, 189-90. Gallo 1967, 278, m, no. 17; 298, no. 52; 
323, no. 103 ; 352, no. 69; 369, no. 37 ; pi. 57, fig. 98. Hahnloser 1971, no. 12 
(Volbach), pi. ix. Heikamp 1974, 108-11 (with bibliography). 
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Marble ciborium with Greek inscription 

Constantinopolitan, 6th century (?) 

Marble. Height 630 mm, width 430 mm, depth 445 mm 

Tesoro, no. 12 (transferred to the treasury in 1885 from one of the upper 
rooms in San Marco) 

The object is cut from a single block of white marble. 
The dome is supported on four round arches resting 
on small columns. A broad concave leaf is carved in each 
of the four angles between the arches. The columns have 
capitals with leaf-ornament and bases with multiple 
mouldings. The two rear columns, which are short- 
er, stand on a small parapet, which is cut back under 
its base. The whole rests on a square platform cut from 
the same block. On the underside of the dome is a cen- 
tral pierced projection from which an object could be 
suspended. 

An inscription in Greek capitals runs round the face of 
the left-hand and front arches: + YIIEP ETXHO K[AI] 
CfiTHPIAC THC ENAOSOTATHC ANAOTACIAO 

crlas, "In fulfilment of a vow and for the salvation of the 
most glorious Anastasia"). It is firmly engraved in clear 
and elegant letters, and the name Anastasia is written in 
full. It would therefore seem that the hypothesis (Bettini 
1974, 46-7) which attempted to substitute for this name 
the word "Anastasis" (resurrection) has no real founda- 
tion, and that there is no justification for seeing in this 
object a representation of the Holy Sepulchre. On the 
contrary, we must conclude that, on the basis of the in- 
scription, this curious little monument was the offering 
of a woman called Anastasia, who, very probably, on the 
basis of the title she is given, was an aristocratic lady at 
the Byzantine court. 

The form of the monument is that of a ciborium, a balda- 
chino intended to shelter the eucharistic altar; it can be 
compared to the large ciborium supported by carved 
columns inside the basilica of San Marco, above the high 
altar. The practice of sheltering the altar under a balda- 
chino is attested in the pagan cults of Antiquity, and it 
is possible to compare the small ciborium in Venice with 
that represented on a stele in the museum at Bourges 
(third - fourth century), where the use of palmettes in 
the decoration of the corners above the capitals can 
again be found (Cabrol and Leclercq, m/2, "ciborium", 
col. 1593, fig. 2918). The Anastasia ciborium could have 
been placed on an altar to house a pyx: the balustrade 
and the shorter columns clearly differentiate a front and 
back, while the part of the base cut away at the back 
shows that the object was intended to fit against another 
element. The pierced projection on the underside of the 
dome, according to Pasini, could have served for the 
suspension of a eucharistic dove. 
The multiple mouldings at the base of the columns ex- 



clude a particularly late date. The form of the capitals 
suggests comparison with those on sixth-century works, 
notably ivories: their decorative character, formed by 
two stylized leaves emphasized by two volutes, under a 
moulded abacus ornamented with rosettes, is of the 
same type as the capitals carved on the ivory diptych of 
Christ and the Virgin in Berlin, dated to the middle of 
the sixth century (Volbach 1976, no. 173, pi. 71). The 
style of the ciborium therefore fully supports a date in the 
sixth century; the style of the letters of the inscription 
can be found on objects of this period, and so it would 
seem quite reasonable to accept the often proposed 
hypothesis identifying the donor of the ciborium with the 
noble lady Anastasia (d. 558) recorded at the court of 
Justinian. 

D.G.C. 

Bibliography: Rohault de Fleury 1883, II, fig. 2918. Pasini 1885-6, 70, 
no. 60a, pi. xxxiva. Molinier 1888, no. 48. Gallo 1967, pi. 27, 
fig. 47. Hahnloser 1971, no. 9 (Volbach), pi. v (with bibliography). Bet- 
tini 1974, 46-7. 
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Throne-reliquary (the Sedia di San Marco) 

Eastern Mediterranean (Alexandria?), 6th century 
Alabaster. Height 1470 mm, width 550 mm, depth 530mm 

Tesoro, no. 8 (transferred in 1534 to the Baptistry from behind the high altar) 



The throne of light-grey alabaster is characterized by a 
high back from the upper part of which narrow arms de- 
cline steeply. Setting aside the disk at the top of the back, 
the general shape of the Sedia is reminiscent of many 
Late Antique seats; it is closest of all to sixth-century 
chairs with arm-rests, like Maximian's ivory throne in 
Ravenna (before 553) or the seats represented on ivories 
of this period (in an Annunciation on a diptych-leaf 
in Moscow; in an Annunciation on Maximian's throne, 
•fig. 7 a; in an Adoration of the Magi on a pyx in the Bar- 
gello; Volbach 1976, nos 130, 140, 171). The absence of 
feet to raise the San Marco Sedia, an absence seen in the 
earliest examples, could be an archaism. The decoration 
of chevrons, rods, and "grilles" is probably a transposi- 
tion into stone of the decoration of wood or wickerwork 
chairs (cf. Grabar 1954 a). 

The disk at the top of the back is fairly uncommon; it 
occurs, however, on some medieval stone thrones: that 
of St Jeremiah at Saqqara (sixth century), that in Santa 
Maria in Cosmedin in Rome (dated 1123), and the later 
throne at Anagni. There does not seem to be any justifi- 
cation for regarding the disk as a later addition: the stone 
from which it is cut is similar to that of the rest of the 
throne, the join between the top of the back and the base 
of the disk is irregular and looks like a break, and the 
carved decoration, although executed with a little less 
care than the rest of the throne, is of the same workman- 
ship. The chair was therefore originally carved from a 
single block, the upper part having subsequently broken 
off and been very clumsily re-attached. 
The Sedia is decorated all over with relief-carving. The 
front of the seat has a chevron pattern. The inside of the 
back, within a four-part moulding, has a representation 
of the Lamb of God at the foot of a leafy tree (a syca- 
more?), from the roots of which flow four rivers. On the 
disk above, which is set between volutes (that on the left 
broken), two nimbed figures flank a chevroned cross 
with flared ends and surmounted by a disk; from the 
base of the cross flow two streams. The left-hand figure 
holds a book and supports the cross, while the other 
presses a book to his body and holds in his left hand what 
is more likely to be a mappa than a fold of his garment. 
The same motif is repeated on the back of the disk, the 
only differences being that only the upper part of the 
cross is flared, and the left-hand figure does not hold the 
cross. Below, on the outside of the back of the Sedia, 
against a background strewn with stars, are the eagle and 
the lion, the symbols of the evangelists John and Mark, 



each with three pairs of wings. A crescent moon (?) is 
carved above the wings of the eagle; a small tree, similar 
to that on the front, grows from an opening cut into the 
back near the bottom and flanked by two rods and two 
palm-trees. At the very bottom is a panel covered with a 
lozenge-pattern, resembling a grille. On the right side of 
the throne, against a background of stars, is a winged 
bull, the symbol of St Luke; above are five rods with 
almond-shaped ends (lighted candles?), while the grille- 
pattern is repeated below. On the left side of the throne, 
also on a star-strewn background, the man, the symbol 
of St Matthew, is accompanied by two angels blowing 
horns; at the bottom, above a grille-patterned panel, is 
an opening flanked by two palm-trees. 
The nimbed and bearded figures supporting or standing 
beside the cross illustrate a known Early Christian theme 
(e.g. on a panel of a child's sarcophagus, about 400, 
Istanbul, Archaeological Museum; Grabar 1966b, fig. 
257). The representation on the Sedia can be specifically 
compared with two embossed silver plaques from book- 
covers (figs 7b, 7 c: New York, Metropolitan Museum of 
Art, and a fragment in Paris, Musee du Louvre) and, 
above all, with a silver dish formerly in the Stroganoff 
collection (fig. 7e: Leningrad, Hermitage) where, below 
the cross flanked by two angels, the four rivers of 
Paradise appear (exh. cat. Age of Spirituality, 1977-8, 
no. 555: Syria, second half of sixth century; no. 482: 
Constantinople, late sixth century). 
Grabar has shown that the iconography of the Sedia 
forms a coherent whole, establishing parallels between 
the cross, the Tree of Life and the Lamb of God (the 
cross, "Sun of Justice", also corresponding with the cres- 
cent moon), between the evangelists and their symbols, 
between the Gospels and the four rivers of Paradise 
flowing from the Tree of Life and from the cross. The 
paradisaic theme (the rivers, Tree of Life) is reinforced 
by the presence of palm-trees. The iconography recalls 
Maximian's throne in Ravenna, on which representa- 
tions of saints and apostles are similarly associated with 
the evocation of Paradise. 

The Sedia does not appear to have been conceived as 
an episcopal throne; it is reminiscent of funerary chairs 
like those in the major cemetery of the catacomb on the 
via Nomentana in Rome (Fasola 1980, 86, 91). The relative- 
ly small size of its seat, which would not accommodate a 
stout person, would above all suggest a symbolic throne, 
a throne-lectern on which the Gospels were placed, recal- 
ling the empty throne of the Hetoimasia (cf. the empty 
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thrones and altar-lecterns depicted in the dome of the 
Orthodox Baptistry in Ravenna). The presence of the two 
openings made in the base, at the back and at the left-hand 
side, however, indicates that the throne was intended for 
another use. The opening in the back is asymmetrical, its 
raw upper edge encroaches on the tree carved above, 
and its sides do not comfortably relate to the bands or 
rods flanking it; it could just have been made, or at least 
enlarged, later. By contrast, the side-opening fits the 
decoration of the side of the throne perfectly and must 
therefore have been part of the original design. The two 
rectangular openings communicate with each other, 
opening into a large circular cavity hollowed out inside 
the base of the throne. There is no access to this cavity 
either from above or through the front panel of the seat, 
where a hole - now plugged - could only have been the 
consequence of an accident. The lateral openings and 
their integration into the carved decoration (at least on 
the side), however, show that a receptacle had been cut 
in the base from the very first. The Sedia must have rest- 
ed on a base which blocked the gaping hole, which prob- 
ably housed a sizable casket of relics. The two openings 
would have allowed this casket to be seen, and even 
touched; this widespread practice sanctified the brandeae 
or, again, the oil which was allowed to run over the 
relics, to be carefully collected. As Grabar has com- 
mented (1954 a), the particular form of this reliquary 
makes it a representation of the "throne of the Martyrs", 
derived both from the custom of representing martyrs 
enthroned and from the cult of the thrones of the 
apostles or founder-saints, as well as from the rare but 
recorded practice of showing a throne beside the sar- 
cophagus of a saint to evoke the "seat of honour" in Para- 
dise promised to the faithful. In this way the paradisaic 
images of the Sedia are explained, as well as the presence 
of the angels of the Last Judgment beside the symbol of 
St Matthew (Matthew 24: 31). 

Such coherence between the function of the object and 
its decoration militates against the hypothesis occasion- 
ally advanced (e.g. Bettini 1974) that the manufacture 
and decoration of the Sedia belong to two periods. The 
cross flanked by the evangelists, as we have seen, 
suggests comparison with the work of sixth-century sil- 
versmiths (the bookcovers in New York and Paris, and 
the dish in Leningrad). The iconographic type of the 
evangelists - seen full-face, bearded, in long robes rather 
summarily draped - is the same as that on contemporary 
ivories originating in the Eastern Mediterranean or 
under strong Eastern influence and related to Maximian's 
throne: Etchmiadzin and Saint-Lupicin bookcovers, 
plaques in the museum at Lyons and the Musee de 
Cluny (fig. 7d) and, to a lesser extent, plaques in Trier 
from a lost episcopal throne (Volbach 1976, nos 142, 145, 
149-50, 152-4). The symbols of the evangelists, particu- 
larly the eagle with the stiffly spread tail, and the curves 
of their wings with the feathers wavy or rendered like 
fish-scales, suggest a derivation from Persian models. 
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It seems possible therefore to attribute the Sedia to a 
sixth-century workshop in the Eastern Mediterranean 
region, perhaps in Alexandria. 

The reading of a Hebrew inscription, engraved retro- 
grade across the upper part of the front of the seat, is 
disputed. According to Fevrier, cited by Grabar (Hahn- 
loser 1971, 9, no. 10), it reads: "seat of Mark the evange- 
list... have dedicated it". In any case the inscription is 
much later than the rest of the throne and was certainly 
added in Venice. It is, in fact, not known when the 
throne arrived in Venice: it is not recorded until 1534, 
when it was considered to be the episcopal throne of 
St Mark and placed, with this title, behind the high altar 
of the basilica. There is, however, nothing in its decora- 
tion to show that it was dedicated to this evangelist in 
particular, or that it sheltered his relics. It is not out of 
the question that it was brought from Alexandria in 828, 
at the same time as the relics of St Mark. Another origin 
for it might, however, be proposed: the church of Grado 
had two thrones - one of St Mark and one of St Hermago- 
ras - mentioned in different documents (Acts of the 827 
Synod of Mantua, and the tenth-century chronicle of 
John the Deacon: v. Tavano 1977). The throne of St Mark 



taken from Alexandria to Constantinople and offered to 
the Patriarch of Grado by the emperor Heraclius in 630 
cannot be identified with the Sedia, since it was covered 
with ivory plaques (attested by the fifteenth-century 
chronicle of Giovanni Candido) and the Sedia could 
never have had decoration of this kind. According to 
Tavano, however, the throne of Hermagoras could equally 
well have been sent by Heraclius, and could have been a 
throne-reliquary enclosing a fragment of the True Cross. 
If, in spite of the strangeness of this staurotheca, this 
hypothesis could ever be qonfirmed, the throne in 
Venice, the iconography of which emphasizes the exal- 
tation of the cross, could be regarded as the second 
throne of Grado, sent to Venice after the dissolution of 
the patriarchate of Grado in 1451. 

D. G.C. 



Bibliography: Pasini 1885-6, 105-12, pi. lxix. Molinier 1888, 67, no. 154. Ca- 
brol and Leclercq 1913, "chaire episcopate", cols 49-54 (with previous bib- 
liography). Grabar 1954 a, 19-34. Gallo 1967, pi. 27, fig. 46. Hahnloser 197 1, 
no. 10 (Grabar, with bibliography), pis vi-vn. Tavano 1977, 445-89. 
Bettini, intro. to exh. cat. Venezia e Bisanzio, 1974, 46. 
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Byzantine enamels and goldsmith work 

Margaret E. Frazer 



The art of enameling on gold reached its greatest expression and decorative 
height during the Middle Ages. The Greek artist's skill in cloisonne enameling 
was unsurpassed. He alone achieved an exceptional clarity and translucence of 
rich coloration and a mastery in setting the gold strips (cloisons) that divided one 
color from another in intricate, finely proportioned patterns, as the works of art 
in this exhibition clearly show. The excellence of the Byzantine enameler was 
recognized throughout Europe and in the Middle East. In Italy, for example, dur- 
ing the mid-eleventh century, the renowned Abbot Desiderius of Monte Cas- 
sino, seeking to furnish his new church with the greatest of riches, imported 
numerous works of art from Byzantium, including an enameled and gemmed 
altar-frontal for which he paid 36 pounds of gold, according to his chronicler Leo 
of Ostia (Chronicon Monasterii Casinense, in, 32). Some fifty years later, the 
sumptuous Pala dVro in the basilica of San Marco was ordered from Constanti- 
nople by the doge Ordelafo Falier as part of the vast furnishings for the recently 
completed church. This commission took place at about the same time that 
Byzantine artists were setting the mosaics in the basilica's apse. Additional rich 
altar furnishings and liturgical vessels that have now disappeared were probably 
ordered from Constantinopolitan workshops or were sent as gifts of the emperor 
in honor of the dedication of San Marco, the ducal palace chapel. 
The present collection of the San Marco treasury, however, seems to reflect 
acquisitions of secular and liturgical vessels of almost two centuries later. In 
1231, a fire broke out in the treasury, and, judging from the inventory of 1283, 
only some reliquaries and fragmentary objects survived the conflagration. Later 
inventories of the treasury, however, show that the treasury was continuously 
enriched by many luxurious works of art. In spite of the vicissitudes of history, it 
now houses the best single collection of Byzantine metalwork, and particularly of 
enameling, that survives. It includes known imperial commissions, like the chal- 
ices of the emperor Romanos (nos 10, 11), and the range of its other liturgical 
objects, including reliquaries, splendid icons and bookcovers, is unique. From 
nowhere else, therefore, can one gain as broad an impression of the quality and 
changing character of Byzantine goldsmith's work from the ninth to the fifteenth 
century as in the treasury of San Marco. 

The two chalices of the emperor Romanos typify the excellence of Byzantine 
metalwork in the high quality of their workmanship, and in their sense of 
balanced design. The silver-gilt mounts, delicately articulated by beaded and 
pearled edging, skilfully complement the different shapes of their sardonyx 
bowls. One (no. 1 1) has a relatively tall, deep cup. It is set on a tall foot and orna- 
mented around its high rim with enameled half-figures of Christ, the Virgin, 
archangels, and saints set into a glowing gold background. The enamels' color- 
ation of blues, porphyry and terracotta red, black, and delicate flesh tones enriches 
but does not overwhelm the beautifully carved bowl. The emperor's second 
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chalice (no. 10), however, has a quite different configuration. It is composed of a 
most imposing double-handled sardonyx cup, whose broad proportions are 
echoed in the oblong shape of the paired small figures of saints that decorate its 
low, wide rim. The chalice's foot is broader, heavier, and more richly decorated 
than that of the taller Romanos chalice. The cup rests on a platform decorated 
with small cabochons, under which the emperor had written his dedicatory 
prayer in enamel. It is supported by a base worked in low relief with palmettes 
and crosses within rinceaux, below which are rows of cabochons and paired 
enameled images of saints. 

The decoration of these chalices, however, is not merely pleasing to the eye: their 
enameled and relief images are keyed to the vessel's function. Each portrays 
images of Christ blessing, the Virgin with her arms raised in prayer flanked by 
archangels, St John the Baptist, apostles, and ranks of saints including martyrs, 
bishops, deacons and monks in an order that is inspired by the Byzantine liturgy. 
During the Prothesis rite, the Holy Bread is divided into many parts, beginning 
with the center, which is dedicated to Christ as the Lamb of God. Succeeding par- 
ticles are devoted to the Virgin, the archangels, John the Baptist, the apostles, the 
prophets and other saints in the descending order of the heavenly hierarchy. The 
subject of the decoration of both chalices is the Glorification of the Virgin, which 
was also used frequently for the large-scale imagery on the vaults and walls of 
apses and presbyteries in the Byzantine church, beneath which the eucharist was 
celebrated. This respondence of images, in monumental art and in liturgical ves- 
sels, is found frequently in Byzantine art and requires a flexibility that is seen in 
the two chalices of the mid-tenth-century emperor Romanos (nos 10, 11), where 
the core figures of the Glorification of the Virgin, Christ and the Virgin orans 
flanked by two archangels, are supplemented by thirty-four saints on the chalice 
with two handles but by only ten on the chalice with gadroons. Frequently, also, 
the eucharistic prayer that was spoken at the time of the distribution of the wine 
in the Byzantine rite is inscribed on the rim of a chalice (nos 15, 16; Hahnloser 
1971, 56, nos 44, 46, 51, 58, 63). 

The patens made for the distribution of the bread during communion were orna- 
mented in a fashion similar to that of the chalices, judging from those that survive 
at San Marco. The exquisitely wrought alabaster paten in the exhibition (no. 18) 
combines silver-gilt mounts decorated with a serried row of cabochons with a 
magnificent enamel of Christ at its center, surrounded by the inscription of the 
words spoken during the distribution of the sanctified bread in the Byzantine ser- 
vice. Another silver paten, reused in Venice as the lid of a reliquary formed from 
its companion chalice (Hahnloser 1971, no. 66), bears not only an inscription of 
a eucharistic prayer, but also in Christ and the Virgin orans, flanked by two 
archangels, an abbreviated version of the same imagery found on the chalices of 
Romanos (nos 10, 11). 

The chalices of the emperor Romanos were probably made as gifts to churches in 
Constantinople, whose identity unfortunately is not known. The destination of 
the chalice that is decorated with the images of four bishops, three of whom were 
patriarchs of Constantinople, in this exhibition (no. 16), however, can be identi- 
fied with some surety. Among the bishops is St Theophylactos of Nicomedia, 
who was deposed during the Iconoclastic controversy for his belief in icons. He is 
rarely depicted in surviving examples of Byzantine art, but an oratory was built in 
his honor in the tenth century within the precincts of the imperial palace in Con- 
stantinople, for which this chalice was probably made. The very fine quality of its 
enamels, as well as the beautiful proportions of the chalice, attest to the wealth 
and taste of its patron. 
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Other chalices in the treasury of San Marco testify to the long-standing practice of 
making liturgical vessels in sets, a tradition that goes back to the Early Christian 
period. Two sardonyx chalices (no. 17; Hahnloser 1971, no. 50) are decorated 
with enameled medallions of Christ, the Virgin and saints representing an abbre- 
viated version of the imagery of the Glorification of the Virgin. Each enamel is 
surrounded by a strand of large pearls and alternates with groups of cabochons 
set in identical patterns on both vessels. Although slight variations occur in the 
design of the mounts, the chalices appear to have been made as part of an 
ensemble. The same is apparently true of two other chalices with enamel decora- 
tion in San Marco (Hahnloser 1971, nos 43-4). Their bowls are mounted with 
silver-gilt bands decorated solely with large pearls, and their tall feet are similarly 
formed with a border of cabochons, although the decoration of the rim differs. 
These chalices may be remnants of still larger sets like those recorded in the 
donations made by the emperor Constantine the Great to his newly constructed 
churches of the Lateran and Old Saint Peter's in Rome. According to the Liber 
Pontificalis, "forty smaller chalices of purest gold, weighing each 1 lb, fifty small- 
er chalices for service, weighing each 2 lbs", were among the emperor's lavish 
gifts to the cathedral of Rome. Constantine also gave to the Lateran basilica two 
series of patens, seven of gold and sixteen of silver, each weighing thirty pounds 
(Duchesne 1881, 172; v. Davis-Weyer 1971, 12). 

The enamels on the chalices and patens of the San Marco treasury provide the 
vessels' principal figural imagery. They are, however, conceived as part of a larger 
scheme of decoration in which a silver-gilt ground, sometimes worked in low 
relief, the color of the hardstone cup and the rows of cabochons and pearls make 
an essential contribution to the rich artistry of the work. The same aesthetic 
appears in different guises on many other pieces of Byzantine metalwork in this 
exhibition. The reliquary of the True Cross (no. 13), for example, combines 
silver-gilt relief, gems, and enamels in an allied but different fashion. The Cruci- 
fixion enamel of the lid is displayed like an icon with a frame of medallion images 
of saints set between groups of three cabochons. An "outer frame", actually part 
of the fabric of the box and not of the sliding lid, is decorated solely with gems, 
and even though all are later replacements for the original, somewhat larger 
cabochons, the effect of their formal, rich display remains more or less the same. 
The reliquary's secondary surfaces are wrought exclusively in silver-gilt relief 
with images of saints on the sides set in an acanthus rinceau, a strongly modeled 
leaved cross of victory on the back, and more restrained foliate designs on the 
interior around the cross-shaped relic itself. The same type and composition of 
the reliefs and enamels are found on many Byzantine reliquaries of the True 
Cross, whose most accomplished example is that of the treasury of Limburg an 
der Lahn, which was brought to the West from Constantinople in the aftermath 
of the Fourth Crusade of 1204. 

On the two icons of St Michael, the same materials are used to different effect. In 
the archangel's bust portrait (no. 12) the enamel is combined with high relief in a 
rich coloristic, sculptural image, to which the enameled medallions and the 
silver-gilt low relief (now mostly replaced) of the frames act as less salient tran- 
sitional imagery. The reverse of the icon is worked in silver low relief of the high- 
est quality, thus observing the distinction between principal and subordinate 
surfaces seen in the reliquary of the True Cross. It has been suggested that this 
icon may originally have formed the front and back cover of a book, where this 
distinction is also sometimes observed. The tenth-century lectionary of the 
Grand Lavra monastery on Mount Athos which is believed to have been given by 
the emperor Nikephoros Phokas (963-9), displays on its front cover a high relief, 
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silver-gilt and enameled image of Christ within a jeweled frame, whereas its back 
cover is decorated with a less richly conceived silver-gilt relief of Christ's Descent 
into Hell. Like the San Marco icon of Michael, this bookcover seems to have 
been kept in the monastery's treasury rather than its library. 
The later icon of the standing archangel Michael (no. 19) has a very different char- 
acter. The emphasis is on military preparedness as seen in the archangel's 
aggressive stance, gaze, and elaborate armor. The saints of the lateral borders are 
also decked out in full warrior regalia, suggesting that this icon was made to be 
carried in battle with either the emperor or one of his high officials in an era, like 
the late eleventh or twelfth century, when military men occupied the throne of 
Byzantium. The use of enamel on this icon is also different from that of the earlier 
bust figure of Michael. The surface of this image is saturated with enamel decora- 
tion that covers not only the figures but also the background and the frame. Such 
love of overall enameling reflects a change in Byzantine taste that corresponds to 
that of similar relief icons like the much smaller twelfth-century panel of St 
Demetrius in Berlin (fig. 19 a). 

Differences in style and use of enameling can also be observed in the decoration 
of the three splendid bookcovers from the Biblioteca Marciana in the exhibition. 
The earliest, dating probably to the late ninth or early tenth century, is set with 
enamels of the Crucifixion on the front and the Virgin orans on the back, sur- 
rounded by images of angels and saints (no. 9). The cover was made for a lady 
named Maria, who in her inscription asks for the help of the Lord. The style of the 
enamels is very close to that of the figures of the votive crown of Leo vi (886- 
912; no. 8), as is the use of large pearls to frame the images. The bookcover, 
however, has a broad richly colored frame formed of small pieces of blue, green, 
and porphyry-red glass that has been cut into cells whose design forms a carpet of 
crosses within a diaper pattern. The color of the glass complements that of the 
enamels to stunning effect. The technique of this border is found on many earlier 
works, of which the border of the bookcover of the sixth to seventh-century Lom- 
bard queen Theodelinda provides a most striking comparison. The elements of 
its central cross-shaped design may also be compared to the composition of the 
work in the exhibition. The juxtaposition of sections of glass and of cloisonne 
enamel, however, was particularly popular in the later Byzantine period, where it 
is used to great effect on a number of surviving reliquaries of the True Cross, in- 
cluding that at Limburg an der Lahn. 

The second enameled bookcover in the exhibition (no. 14), with its central image 
of the standing Christ and Virgin orans surrounded by medallions of saints, has a 
composition and iconography similar to those of the earlier cover. On its border, 
however, serried ranks of red and green cabochons are set between borders of 
pearls providing a much more restrained coloristic effect. In keeping with its later 
date, this bookcover's imagery is displayed in a more formal fashion that gives 
greater play to the flat silver-gilt background in order to enhance the feeling of 
otherworldliness of the imagery. This style is very close to that of contemporary 
icon painting and manuscript illustration, for example, to two icons of the Cruci- 
fixion and of St Nicholas of the tenth to eleventh and of the twelfth century at 
Mount Sinai (Weitzmann 1967, pis 40, 43). 

Weitzmann has recently suggested that these bookcovers were made as icons 
(1982, 14), since several surviving bookcovers like that of Christ at Mount Athos 
(mentioned above) have the principal relief image on the front and lower relief 
on the back, because this surface has to withstand more wear than does the front 
cover. He proposed that the covers were made as a diptych, in a mode better 
known among surviving Byzantine ivories and paintings of the tenth and 
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eleventh centuries. Thus when the enamels, like their ivory counterparts, were sepa- 
rated on their arrival in Western Europe, they were incorporated into bookcovers. 
The third bookcover in this exhibition (no. 20) was made probably in the late 
fourteenth or early fifteenth century under the rule of the Palaeologan imperial 
house. Although the layout of the decoration is similar to that of the earlier 
works, silver relief rather than enamels enliven the surface of multi-figured 
scenes. Enameled portraits of saints are reserved for every second panel of the 
frame, where they alternate with scenes from the life of Christ and the Virgin. 
They are set on panels inlaid with enamel in intricate foliate patterns which were 
very popular in this late Byzantine period, for example, on contemporary icon 
frames (cf. Grabar 1975, esp. nos 13, 21). This bookcover, as well as a second 
one of the same or slightly later period in the Biblioteca Marciana seem to have 
been made as bookcovers, since the binding of their spines, while not part of the 
fabric of the front and back, seems to display the same style and techniques as the 
principal imagery. 

Many rare and beautiful works of Byzantine goldsmithing and enameling fill this 
exhibition. They represent, however, only a fraction of the pieces that the basilica 
must once have possessed. Many objects surely perished in the fire that de- 
stroyed the treasury in 1231. Some others were sold in times of need or were 
stolen, and under Napoleon numerous pieces were melted down to pay the war 
debts. Yet the objects that survive, like the basilica that houses them, can still 
reveal something of the unique position which Venice held vis-a-vis Byzantium 
from the tenth to fifteenth centuries. Throughout this city's early history and up 
until the time of the Fourth Crusade, Venice had determinedly allied itself with 
the Byzantine empire. It recognized the Greek emperor's suzerainty and enjoyed 
as a result special commercial privileges within the Byzantine empire on which it 
depended to a large extent for its prosperous economy. Venetian doges were 
granted high Byzantine titles, and even by the end of the eleventh century, when 
Venice to all intents and purposes was independent, it continued to give alle- 
giance to the ruler in Constantinople. Marriage alliances of the doges with prin- 
cesses of the Byzantine house further strengthened the mutually advantageous 
ties. Consequently when Alexius i Comnenus asked for help to turn back the 
invading forces of the Norman duke Robert Guiscard, Venice came to his aid. In 
thanks, the emperor granted Venice extensive new trading privileges that were, 
during the thirteenth century, to cost the Byzantine empire dearly. 
In the cultural and artistic sphere, Byzantine influence was also strong. When the 
third and present basilica of the evangelist Mark was built in the second half of 
the eleventh century, it was designed on the model of the famous church of the 
Holy Apostles in Constantinople and decorated with mosaics by changing teams 
of Greek artists. Although most of its original interior furnishings have dis- 
appeared, some, like the Pala d'Oro, attest to the magnificence of the works of art 
that were commissioned for its sacristy. It seems likely also that the Greek 
emperor sent liturgical vessels to honor the foundation of the evangelist's new 
church, just as many years earlier, as Grabar has suggested, the votive crown of 
Leo vi (no. 8) may have been sent by the emperor to the Venetian church of San 
Zaccaria which he founded. 

In 1204, when the armies of the Fourth Crusade occupied Constantinople, 
however, Venice was in the vanguard of the invading troops. The sack of the city 
was so fierce that the commanders of the crusading armies ordered that the booty 
be piled up in a church in the city in order to attempt its fair distribution. Its value 
was estimated at four hundred thousand silver marks, as well as ten thousand 
suits of armor! Unfortunately no accounts exist of how much of the booty was 
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melted down and how much brought to Venice. The only record we have con- 
cerns reliquaries that were sent by the Venetian doge Enrico Dandolo, which 
later were saved from the fire in the treasury in 1231. It seems likely, neverthe- 
less, that a number of objects in this exhibition came from Constantinople to 
Venice during the city's Latin occupation. Several, like the chalices of the 
Patriarchs (no. 16) and of the emperor Romanos (nos 10, 1 1), may well have been 
found in the imperial palace churches and others acquired later when the Vene- 
tians became the principal bankers, first of the occupying Western forces, and 
then of the Byzantine empire until its collapse in 1453. 
Whatever the provenance of the Byzantine treasures of San Marco may be, their 
exceptional quality recalls Robert de Clari's description of the works of art pil- 
laged during the sack of the imperial city: "Not since the world was made was 
there ever seen or won so great a treasure, or so noble or so rich, nor in the time of 
Alexander, nor in the time of Charlemagne, nor before, nor after, nor do I think 
myself that in the forty richest cities of the world there had been so much wealth 
as was found in Constantinople. For the Greeks say that two thirds of the wealth 
of this world is in Constantinople and the other third scattered throughout the 
world" (Robert de Clari, ch. lxxxi, 101). 
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Precious metalwork with enamel 
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"Grotto of the Virgin" 

Stonework: 4th - 5th century (?). Crown of Leo: late 9th - early 10th century. 
Figure of Virgin: 13th century 

Rock-crystal, silver-gilt, gold cloisonne enamel, stones, pearls. Total height 
200mm. Crystal: height 158mm, thickness 137mm. Crown: diam. 130mm, 
height 35 mm. Figure: height 90 mm 

Tesoro, no. 116 (listed in the 1325 inventory: III, no. 18) 



This object, which Pasini called the "Grotto of the 
Virgin", incorporates three works of different periods: 
a small edifice in rock-crystal, a silver-gilt figure of the 
Virgin fixed inside it, and a silver-gilt votive crown used 
as the base. The assemblage seems to have existed in the 
fourteenth century, since the 1325 inventory of the trea- 
sury lists an "Ecclesiolam unam de cristallo furnitam 
argfentjo deaurfatjo" (Gallo 1967, 278, in, no. 18). The 
1571 inventory is clearer, as the object is described in its 
present form; "C/az mezo nichio de Cristallo con una figura 
d'una santa a mezo, che sta in piede, col suo piede d'ar- 
zento" (Gallo 1967, 299, no. 63). The description is even 
more precise in the inventory of 1733, where the 
"Grotto" figures among the rock-crystal objects: "Un 
capitello tutto scolpito e lavorato con figura nel mezo d'ar- 
gento dorata, e base ornata di figure e gioie" (Gallo 1967, 
354, no. 134). The object can be found again under the 
name o{"grotta" in the valuation of the treasury made in 
1816-20 by Cicognara, who described the figure of the 
Virgin as being "alia greed" and valued the piece at 800 
lire (Gallo 1967, 372, no. 11). 



Rock-crystal 

The crystal edifice was made to contain something. 
However, as it had no stability in its normal position, it 
was rather casually turned upside-down when it was 
given its present mount. The creators of the assemblage 
did not attempt to set it the right way up by giving it a 
mount to make it stable or by re-cutting the rock-crystal, 
which they dared not or could not do. 
The object was cut from a single block of rock-crystal of 
considerable purity, and represents a central-plan build- 
ing with three long sides and two short ones. An entrance 
on one of the long sides is flanked by two piers and 
surmounted by a pediment. The interior is plain, with 
its original upper part vaulted: this now forms the base of 
the "Grotto", giving it a sloping floor. The ex-terior is 
decorated with both raised and recessed Jornament; 
the roof has been cut with interlace and is supported by a 
band with vertical grooves. The two front walls and 
centre rear wall are ornamented with volutes; on 
each of the two other large sides three Ionic pilasters 
alternate with a sword, a shield and a spear. A projection 
below the edifice, for attachment, is flanked on either 



side by two superimposed volutes ending in pierced 
loops; the loop of one - the upper left volute in the nor- 
mal position of the edifice - has disappeared. The rock- 
crystal has been damaged, in fact, all over the upper part 
of the front, probably because it is out of balance on this 
side. It has also sustained damage underneath the figure 
of the Virgin, and above each of the piers at the entrance 
there are signs that some element has broken off. 
The upper part was hollowed out, suggesting that the 
edifice was crowned by an ornament of another material, 
possibly gold. This part is now contained in a support 
with three metal tongues for attachment to the crown. 
There is no indication that the edifice is Byzantine; sur- 
viving works suggest that the Byzantines worked in 
coloured stone rather than rock-crystal. However, the 
Byzantine emperor Basil I offered a large object in rock- 
crystal to the Carolingian emperor Louis the German in 
872 (Lamm 1929-30, 1, 517). The treasury of San Marco 
also contains a rock-crystal chalice which is very prob- 
ably Byzantine (fig. 43 j; Hahnloser 1971, no. 64, pi. 
lvi), but this is carved from a block much less pure than 
that used for the "Grotto" or the crystal used in Antiqui- 
ty or in Fatimid Egypt. Finally, Byzantine hardstone- 
carving does not usually entail pierced decoration, as 
does the "Grotto". 

It is therefore more probably a Classical work. The pierced 
volutes of the base are reminiscent of the handles of cer- 
tain Antique vessels in design and workmanship (e.g. 
no. 10). Other Classical examples of rock-crystal carved 
into architectural forms include a capital reused in the 
seventh century as a support for the votive crown of the 
Visigothic king Recceswinth (Madrid, Archaeological 
Museum; Palol and Hirmer 1967, pi. 20) and the little 
round Late Antique salt-cellar on six columns, found at 
Carthage, in the Metropolitan Museum of Art, New 
York (fig. 8a; Buhler, no. 115a, pi. 39). 
The original function of the edifice as a receptacle is 
shown by the fact that the base (now the upper part) is 
pierced for the attachment of some object. This was prob- 
ably a statuette from the beginning: it was common in 
Late Antiquity to represent a person inside an architect- 
ural frame comprising a fa9ade with columns. This can 
be seen, for example, from ivory diptychs, such as that of 
the Roman consul Asturius (449), or from the silver mis- 
sorium of Theodosius (388), where the emperor is also 
flanked by soldiers carrying spears and shields similar to 
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those represented on the "Grotto" (Delbrueck 1929, pis 
4, 62). There is also a little rock-crystal bust of the elder 
Faustina in a niche under an arcade resting on two colon- 
nettes (Huybrigts 1899, 36-7). 

It is difficult to decide what the original function of the 
"Grotto" might have been. It is nevertheless tempting to 
see it as the upper part of a sceptre, which would have 
been fixed to a staff by means of the projection. The 
material does not militate against this hypothesis, as 
hardstone was often used in Late Antiquity in the knobs 
of sceptres: furthermore, these were frequently formed 
of figures, which sometimes emerge from a corolla, 
recalling the volutes on the base of our rock-crystal. 
There does not, however, seem to be an extant example 
of a sceptre with an architectural form such as this. On 
one of the large sixth-century ivory reliefs decorating the 
ambo of the emperor Henry n in Aachen palace chapel, 
though, the goddess Isis is carrying, like a sceptre, a cor- 
nucopia surmounted by a figure of Osiris within a little 
temple reminiscent of the "Grotto" (fig. 8b; Schnitzler 
1957, figs 117, 123). There were numerous Classical 
sceptres in the treasuries of Constantinople (Babelon 
1897, 167-9). The text of the 1325 inventory shows that 
the original function of the rock-crystal edifice - what- 
ever that might have been - had been forgotten by the 
time the object arrived in Venice. 

D.A. 



Votive crown of Leo vi 

The votive crown of the Byzantine emperor, Leo, is deco- 
rated with fourteen enameled medallions, one of which 
depicts the emperor. Seven others bear the images of 
apostles and evangelists, while the remaining six medal- 
lions are lost. Leo is flanked on his left by SS Paul and 
Andrew, and on his right by SS Mark, Bartholomew, 
Luke, and James, whose names, like that of Leo, are in- 
scribed with a cloison on the emerald green background. 
The crown's upper and lower borders are edged with 
gold beading; rings, probably for the suspension of 
strands of pearls and/or jewels, are set beneath each 
medallion. The figures are depicted in robes of muted 
green and blue tones with accents of deep red, yellow 
and white. The apostles carry scrolls or books or a cross 
(Andrew) and Leo wears the imperial lows and a stemma 
crown. The emperor is, in all probability, Leo vi the Wise 
(886-912), because his immediate predecessors of the 
same name were either iconoclasts or they reigned in the 
fifth century when this type of enameling would not 
have been produced (see, however, Weitzmann 1970, 
10-1; Corrigan 1978). The image of Leo, moreover, 
resembles closely that of Leo the Wise on his coins (see 
Grierson 1973, pi. xxxiv, la, lb, 2). The style and tech- 
nique of the crown's enamels are very similar, but su- 
perior, to those of the late ninth to early tenth-century 
bookcover in this exhibition (no. 9). The subtle but re- 



stricted color range, the emerald green background with 
the inscriptions drawn in a single cloison, the style of the 
figures' faces, as well as the setting of the enamels in 
raised frames, surrounded by a string of large pearls, 
point to a common technical and stylistic tradition. The 
shape of the figures' faces and the rendering of their 
draperies by loosely draped folds, moreover, appears in 
such manuscripts of the first half of the tenth-century as 
those of the Bible of Leo Sacellarios (for example, The 
Carrying of the Ark, Biblioteca Apostolica Vaticana, 
Reg. gr. 1, fol. 85v; Mathews 1977, 94-133, fig. 3, with 
earlier bibliography). The crown's fourteen original en- 
ameled images are thought to depict Leo flanked by the 
twelve apostles and juxtaposed to an image of Christ in 
the fourteenth medallion in a representation of the con- 
cept of the Byzantine ruler as equal to the apostles in the 
hierarchy of the cosmos (Treitinger 1956, 129 ff.). 
During the thirteenth or beginning of the fourteenth 
century, the crown was adapted to form the base of the 
so-called "Grotto of the Virgin" (see above). Three 
silver-gilt straps ending in saw-tooth edges were attached 
at irregular angles to the upper border of the crown, join- 
ing it crudely to a socket at its center into which the crys- 
tal "grotto" was set, surely reflecting this mounting as a 
secondary use for the straps. Two of the original silver- 
gilt peacocks, whose tails are inlaid with blue glass, stand 
where the straps join the crown's edge. Only the feet of 
the third peacock survive. They have rings on their backs 
by which the "grotto" and crown were suspended. A 
second ring, attached to their beaks, probably held a 
strand of pearls and jewels. Some scholars have ques- 
tioned whether Leo's crown is in fact a votive crown or 
rather the displaced rim of a chalice (Dalton 1911,5, who 
quotes an anonymous colleague; Barany-Oberschall 
1937, 80, 119, no. 82; Beckwith 1961, 87). Whereas its 
diameter (130 mm) does correspond to that of a chalice, 
for example the chalice of Romanos (no. 11), the place- 
ment of the rings that held pendant strands of pearls or 
jewels on the bottom rim are set flush with the crown's 
surface rather than at right angles to it as was customary, 
indeed essential, on Byzantine chalice decoration in 
order for the strands to hang free of the chalice's surface 
(see Hahnloser 1971, nos 43-4, 46, 48). A similar flush 
placement of rings is found on several votive crowns 
from the Guarrazar treasury (Schlunk and Hauschild 
1978, 72, 201-2, pis 92-3, with earlier bibliography). In 
the crown's present arrangement, the peacocks are the 
only means by which it (and the "grotto") can be 
suspended and Grabar suggests that the birds belonged 
to the original crown. They seem, however, to be dispro- 
portionately large for the delicate circlet to which they are 
at present only indirectly attached. The gold beading of 
the top rim runs uninterrupted beneath the saw-toothed 
edge of the bands on which they stand. An examination 
of the interior surface of the crown nevertheless reveals 
no traces of a different mounting, such as the simple ring 
attachments for the chains that held aloft the earlier 
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votive crowns in the Guarrazar treasure, or those depict- 
ed in such Early Christian representations as the 
fifth-century mosaics at Santa Maria Maggiore (in the 
doorway of the building behind the scene of the angel 
appearing to Joseph in a dream: Cecchelli 1956, 221, 
pi. nil). 

These and other Early Christian examples, like Queen 
Theodelinda's votive crown at Monza (Merati 1969, 28-9, 
88-9; Conti 1983, 39-42) are decorated with mounted 
gems. By the Middle Byzantine period, however, judg- 
ing from Leo's crown, enamels were substituted for the 
more expensive jewels, a trend that can also be seen in 
the decoration of bookcovers like those in this exhibi- 
tion (nos 9, 14). 

The crown of Leo belongs to a type of liturgical church 
furnishing that was very popular in the Byzantine realm, 
as well as in the West (Drossoyianni 1982; Palla 1958; 
cf. Charlemagne's gifts to Saint Peter's in Rome: Elbern 
1976, 345). They appear hanging from shell-shaped 
conches in the mosaics of the upper nave walls as well as 
in the arches of the palace in the first register of mosaics 



of Sant'Apollinare Nuovo in Ravenna, and later from the 
architraves of canon-tables in manuscripts from Arme- 
nia (Der Nersessian 1945, 2, pi. xxi; Weitzmann 1933, 
37, pi. xi). They were also recorded in descriptions of 
churches. Anthony of Novgorod, for example, spoke of a 
crown that hung from the center of the altar ciborium in 
St Sophia in Constantinople. Pendant from it was a cross 
and below the cross a golden dove. Crowns of other 
emperors were placed around this ciborium (Khitrovo 
1889, 96; see also Palla 1958). Whether Leo the Wise's 
crown hung in such a place, or whether, as Grabar sug- 
gests (Muraro and Grabar 1963, 47-59, no. 1), Leo gave it 
to the church of San Zaccaria in Venice, which he found- 
ed, cannot be determined. Jeweled crowns were also 
used in the basilica of San Marco. The inventory of 1325 
lists a series of eleven coronae (although whether used 
for lighting or as votive offerings is not stated in the text), 
neatly labelled a through M and therefore meant to 
be hung together (see also inventory of 1571: Gal- 
lo 1967, 295, 297, 347; and that of 1678: Gallo 1967, 
no. 114, pi. 323). 
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Statuette 



The statuette of the Virgin, dressed in a chiton and 
maphorion, stands on a foot-stool, which is decorated 
with an incised rinceau. She is attached to the floor of the 
crystal "grotto" by a silver-gilt pin that joins the peacock 
mounts within the circle of the crown below. Grabar 
(Hahnloser 1971) remarked on the resemblance of the 
figure to that of a large marble relief of the Virgin orans 
that is set high up on the north side wall of the basilica 
next to the side entrance of the atrium (fig. 8c). Both 
were probably made in Venice in the thirteenth century. 
The Virgin of the "Grotto", unlike her counterpart on 
the relief, stretches out her arms in front of her. She does 
not appear to have held a statuette of the Christ Child, 
since there are no traces of attachments on her chest or 
hands. The strict frontality with which she is portrayed, 
however, bespeaks a cult statue. Above and slightly 
behind the Virgin's head, the original hole in the present 
"ceiling" of the "grotto" may have been reused for the 
fastening of further silver-gilt ornamentation, perhaps 
an image of Christ or of God the Father within some sort 
of canopy. 

M.E.F. 
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Bookcover with Crucifixion and the Virgin orans 

Byzantine, 9th -early 10th century 

Silver-gilt on wood core, gold cloisonne enamel, pearls, glass. Length 
260 mm, width 175 mm 

Biblioteca Marciana, ms. Lat. CI. 1, 101 (listed in the 1325 inventory: v, no. 12) 



Two silver-gilt panels are joined by hinged straps of the 
same material to form a bookcover of a ninth-century lec- 
tionary for use in San Marco. Their flat glowing surfaces 
serve to unite the separate plaques of colored glass and 
enamel with figural images that are fastened to them in a 
startling juxtaposition of richness and simplicity. The 
arrangement of the plaques is identical on the front and 
back. Wide panels of diaper and Greek cross patterns, 
edged by a row of gold beading and strung pearls, frame 
images of Christ crucified on the front and the Virgin 
orans, inscribed M[HTH]P 0[EO]Y ("Mother of God") 
on the back. The two central figures were originally sur- 
rounded by ten medallions of enameled images of saints 
and angels, quite a few of which are missing on the back 
cover. Those surviving on the front reading clockwise 
depict, SS Peter, John the Baptist, Andrew, two arch- 
angels James, Matthew, a floral ornament, an arch- 
angel, and Mark. Only three enameled saints survive 
on the Virgin's panel - Procopius, Philip and John (see 
below, p. 127). Sapphire blue, emerald green and gar- 
net red are the dominant colors of the glass and en- 
amels, with yellow, turquoise and sky blue, and two 
shades of pale green used as well in the saints' and angels' 
robes. 

Christ is shown crucified on the front cover, his arms and 
body stretched rigidly on the cross, with only his head, 
bent in death, breaking the symmetry. The cross is set 
against a background that is shaped like a cross with 
slightly flaring arms and decorated with circles and 
four-petaled rosettes drawn with cloisons. The sun and 
moon flank the cross just below the titulus, which is 
inscribed I[HCOY]C X[PICTO]C ("Jesus Christ"). On 
the back cover, the Virgin orans, M[HTH]P ©[EO]Y 
stands against a similar cross-shaped background which 
is decorated with rosettes and crosses. At the ends of the 
arms of the cross is an inscription written in four mono- 
grams within circles which, reading from top to bottom 
and side to side, say: "Lord help Thy servant Maria 
'Magistrissa'". Nicholas Oikonomides, who deciphered 
the monograms, suggests that the donor was Maria, the 
wife of a magistros and mother of Tarasios Patrikios. She 
was cured by the Virgin of the Spring ca. 900 and may 
have given the bookcover to that Virgin's famous shrine 
in Constantinople as a thank offering. A similarly word- 
ed inscription appears on the image of the Virgin orans 
in the narthex lunette of the church of the Koimesis at 
Nicaea (Schmidt 1927, 48, pi. xxxi; Mango 1959, 245-6). 



Nine of the original medallion portraits of saints and 
angels on the front and back cover have been lost and 
only two of them replaced, one by the later decorative 
palmette medallion at the lower left of the former, the 
other by the portrait of St Procopius at the center top of 
the latter. 

Grabar has remarked on the resemblance of the central 
cross images of Christ and the Virgin to the decoration of 
pectoral crosses, either in enamel, like that from the 
Beresford Hope collection in the Victoria and Albert 
Museum in London (fig. 9 a), or in metal, like a bronze 
cross in the Museo Sacro of the Vatican (King 1928, 
193-205). They are also clearly related to the imagery of 
a group of enamels that has been dated anywhere from 
the seventh to the tenth century, including the small 
Fieschi-Morgan reliquary of the True Cross in the 
Metropolitan Museum of Art, New York (fig. 9 b), and 
the much larger cross reliquary of Pope Pascal I (817-24) 
from the Sancta Sanctorum of the Lateran, now in the 
Vatican's Museo Sacro. Recently David Buckton (1982, 
35-6) and Anna Kartsonis (1982) have dated them in the 
ninth and tenth centuries. Most characteristic is their 
use of a translucent green background, bold colors, often 
archaic imagery, like the Christ dressed in a colobium (a 
long sleeveless tunic), his rigid position on the cross, and 
the filling of the background with abstract and floral 
shapes. These crosses seek to emulate such Early Chris- 
tian Crucifixions as that in the illuminations of the sixth- 
century Rabbula Gospels (fol. 13 a; cf. Cecchelli 1959, 62). 
Although certain aspects of the bookcover's Crucifixion 
betray a conscious archaizing not only in the rigid pose 
of Christ's body and in his dress, but also in the ordered 
repetition of rosettes and circles in the cross's back- 
ground, other characteristics, like Christ's bent head and 
his eyes closed in death, belong to the eighth century 
and later in the East and West. The earliest surviving 
example of the portrayal of the dead Christ on the cross 
is an icon at Mount Sinai that Weitzmann dated to the 
eighth century (1976, no. 36), and the type appears sev- 
eral times in ninth-century icons and manuscript illumi- 
nations in Carolingian and Byzantine art (Weitzmann 
1976, B50; Hausherr 1963, passim; Shchepkina 1977, 
fol. 45 v). 

The San Marco bookcover, however, is probably some- 
what later than the ninth-century icon and manuscript 
images. Its closest stylistic parallels are found in the en- 
amels of the votive crown of Leo Vl (886-912), where 
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figures of the apostles and of Leo have the same long, 
almost skeletal-shaped faces, round black eyes without 
the white showing, and yellow haloes (except for Leo's, 
which is blue; see no. 8). The figures' himatia and 
chitones are described by similar broad amorphous folds 
of different tones of green, blue, and white, and the 
saints hold either scrolls or books in their rather rubbery 
hands. All the figures are set against an emerald green 
translucent background with the letters of their identify- 
ing inscriptions written in cloisons. The enamels, 
moreover, are set in similar mounts, surrounded by 
strings of large pearls. These characteristics are also 
found in a few other enamels of the period, like two 
medallions of the Virgin (fig. 9 c) and St Theodore and a 
Crucifixion plaque that are incorporated in the Khakhuli 
icon in Tbilisi (Amiranachvili 1972, figs 22-4). 
Several suggestions have been made concerning the orig- 



inal order of the saints surrounding Christ and the Vir- 
gin. Grabar proposed reconstructing the front side much 
as it is, with John the Baptist flanked by Peter and 
Andrew on top, four archangels around the cross and 
two evangelists and an apostle below. The arrangement 
of saints in similar contexts, however, often varies. Four 
archangels in groups of two (one medallion being lost) 
might have flanked St John the Baptist on the front and 
another saint on the back, perhaps a patron saint of the 
church for which the cover was made. Twelve apostles, 
including the four evangelists, might have appeared 
below, perhaps supplemented by prophets or ancestors 
of Christ, as they are on the later bookcover (no. 14). 
In a recent publication, Weitzmann identified this book- 
cover and that with the standing Christ and the Virgin 
(no. 14) as icon diptychs (1982, 14) which, like many 
Byzantine ivories that were brought to the West in the 
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Middle Ages, were converted for use as covers of liturgi- 
cal books. In fact, the jeweled, enameled, and pearled 
decoration of the San Marco covers is ill-suited to the 
rough treatment suffered especially by a book's back 
cover. The lectionary that is thought to have been given 
by the emperor Nikephoros Phokas (963-9) to the Lavra 
monastery on Mount Athos, for example, takes account 
of the rougher use its silver relief back cover would suffer 
by reserving the enameled and jeweled relief decoration 
for the front (Kondakov 1902, 195, pis xxvi-xxvii; Pele- 
kanides 1979, 24, 217 ff., with bibliography). There are 
bookcovers, however, that treat both covers equally, for 
example the covers of Theodelinda at Monza (Conti 
1983, 38-9) or, much later, the fourteenth-century cover 
in the exhibition (no. 20). 

M. E. F. 
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Chalice of the emperor Romanos (with handles) 



Stonework: 1st century BC- 1st century ad. Metalwork: Constantinopoli- 
tan, 959-963 

Sardonyx, silver-gilt, gold cloisonne enamel, glass. Height 250 mm, width 
280 mm, diam. 210 mm 

Tesoro, no. 70 



This chalice is one of the largest of the sardonyx chalices 
in San Marco. The round bowl with a concave bottom 
was cut from a block of sardonyx of considerable size, 
since its two handles are of a piece with it. It is perfectly 
cut and relatively thin-walled, only three to four milli- 
metres in the middle of the body. The profile is slightly 
concave at the top, becoming convex lower down. It is 
above all in the workmanship of the twin handles that 
the virtuosity of the craftsman is evident. At the level of 
the rim, the two branches of each handle separate to 
form a wide, pierced triangular motif composed of sym- 
metrical scrolls attached to the rim at five points. Below, 
the two branches each form a thumb-rest and are then 
united by a horizontal band of four mouldings carved 
round the outside of the handle. The branches then 
separate again, each terminating at the bottom of the cup 
in a long stylized leaf edged with a little moulding. The 
outside of the bowl is grooved below the rim, giving it a 
narrow throat just below the bottom of the gold mount. 
The underside is flat and is engraved with a rosette sur- 
rounded by a foot-ring. 

As the bowl was broken, Pasini describes how he had it 
repaired in 1857 by a restorer of Tyrolian origin named 
Giovanni Spel, who had established himself in Venice. It 
had probably long been damaged, as the 1571 inventory 
lists "Una Coppa d'Agata rotta, con doi manichi d'Agata, 
con zoglie attorno dipoca importantia" (Gallo 1967, 299, 
no. 79). In 1733, by contrast, another inventory de- 
scribes three large bowls of nicolo (sic) with handles cut 
from the same block as the body and with gold mounts, 
but with no indication that any of them were broken 
(Gallo 1967, 350-1, nos 36, 53, 57). However, the cata- 
logue of the treasury commenced in 1816 by Cicognara 
lists the bowl as being in fragments (Gallo 1967, 368, 
no. 34). In 1845 it was in the hands of the goldsmith 
Pietro Fauro, known as Buri, for restoration (Gallo 1967, 
397, no. 99). One of the handles had lost one of its 
scrolls. 

There is no doubt that the vessel was originally a Clas- 
sical bowl intended for secular use, eventually trans- 
formed into a chalice by the addition of a mount. The 
skill with which the contour, the handles and the thin- 
ness of the walls were produced is consistent with that of 
hardstone vessels in Classical Antiquity. The way the 
upper part of the handle is attached to the bowl, spread- 
ing in a triangle along the rim of the bowl, first appeared 
in the hellenistic period and was later adopted by the 



Romans. It can be found on various kinds of receptacle, 
and in other materials, but the attachment is usually 
solid; the idea of piercing it seems appropriate to objects 
in hardstone, and is a tour de force. Classical hardstone 
vessels frequently have a foot-ring round a flat base, as in 
this case (figs 10 d, 10 e). The rosette engraved on the 
underside can be found on a number of Roman glass 
vessels (cf. no. 1); the famous "Rubens Vase" in Bal- 
timore (fig. 2e; Ross 1943, fig. 4) and the Antique rock- 
crystal situla in San Marco (Hahnloser 1971, no. 75, 
pi. lxiii) also have a rosette carved in relief under the foot. 
There are in fact few round Classical hardstone bowls 
with two handles where the upper attachment of the 
handles is of this type. Of at least six others which can be 
mentioned, five have solid, unpierced attachments. Two 
of them, also in sardonyx, have profiles close to that of 
the chalice: a sardonyx bowl from a tomb in the Ardeche 
in the Department of Greek and Roman Antiquities in 
the Louvre (fig. 10a; Michon 1915, 71-82, diam. 106 mm) 
and a bowl in the Pitti Palace (Heikamp 1974, no. 1, figs 
12-3, diam. 87 mm). The others are either deeper or shal- 
lower than the chalice: a large skyphos of rock-crystal 
also in the treasury of San Marco (Hahnloser 1971, no. 5, 
pi. in), a sardonyx bowl, surely with modified handles 
(fig. 10b; Paris, Bibliotheque Nationale; Buhler 1973, 
no. 92, diam. 160 mm), another sardonyx cup with one 
handle missing and replaced by a precious metal mount 
(fig. 10 c; Ottawa, National Gallery of Canada, width 
425 mm) and, lastly, the giant agate "font" in the Schatz- 
kammer in Vienna (figs lOd, lOe; Buhler 1973, no. 83, 
pi. 27, width 750 mm), which, with its twin handles, is 
much closer to the chalice than the examples above. Its 
handles are of less careful workmanship than those of 
the San Marco bowl, doubtless because of the size of the 
object, but they still have many stylistic points in com- 
mon. The two branches spread along the rim, their 
design close to that of the handles of the chalice, with 
symmetrical pierced scrolls, attached to the rim at eight 
points. Joined below by a "thumb-rest", they curve like 
those of the chalice and terminate in two long leaves. 
The spirit of these two pieces can perhaps be found 
in three other Classical sardonyx objects of a differ- 
ent shape: a tall two-handled vessel in the Pitti Pal- 
ace (fig. lOf; Heikamp 1973, no. 6, figs 23-4), a ewer in 
the Louvre (figs lOg, 10 h; Marquet de Vasselot 1914, 
no. 1001) and a ewer in Rosenborg Castle, Copenhagen 
(fig. lOi; exh. cat. Tresors des wis de Danemark, 1978-9, 
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no. 44). Their handles, cut from the same block of stone 
as the bowl, have thumb-rests with decorative mould- 
ings below and spread into scrolls either at the top (the 
ewer in the Louvre) or at the bottom, where they have 
two points of attachment (the Pitti Palace vessel and the 
Rosenborg ewer). These objects can be related to a sard- 
onyx vessel-fragment decorated, like the ewer in the 
Louvre, with a concave ovoid shape (Paris, Bibliotheque 
Nationale; Buhler 1973, no. 91, pi 29), and on which the 
junction of a handle survives, one of its extremities in the 
form of a long leaf. These examples are quite close to the 
celebrated "Coupe des Ptolemees" (fig. lOj; Montesquiou- 
Fezensac and Gaborit-Chopin 1977, m, pis 36-8), with twin 
handles of which the two branches, joined at two points, 
each have mouldings on the upper part and terminate in a 
similar elongated leaf, outlined with a thin moulding. 
This group of objects with a common range of forms 
comes from the same artistic background as precious 
metalwork like that from the treasure of Boscoreale (before 
AD 79) or two of the drinking-vessels from the Berthou- 



ville treasure, each with twin handles formed by two 
branches bound together in the middle (first and second 
century; Paris, Bibliotheque Nationale; Babelon 1924, 
204). Without being able to specify whether they saw the 
light of day in Rome or in one of the ancient hellenistic 
centres such as Alexandria, it would seem feasible to 
date the group towards the end of republican Rome, or at 
the beginning of the imperial era. 

D. A. 



Metalwork 

Paired images in enamel of Christ and the Virgin Mary, 
archangels and saints decorate the rim and foot of this 
broad imposing chalice. The enamel plaques, five of 
which are missing (two on the rim and three on the foot), 
are set in simple beaded borders with an inner scalloped 
frame on the vertical sides. Below are rings for the 
suspension of short strands of pearls or gems. Originally, 
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the rim was attached to the base by silver-gilt bands, now 
lost, that were hinged to the lower and upper borders. 
The chalice is supported on a foot composed of a plat- 
form that holds the sardonyx bowl, decorated with bead- 
ed edging and small square cabochons. The foot is orna- 
mented with rinceaux of Sasanian palmettes of different 
design on the knop and crosses within entwined roun- 
dels with small palmettes in the interstices below, 
worked in very low relief. A single row of square and 
circular cabochons is placed above the lower circle of five 
of the original eight enameled plaques of martyrs. Bead- 
ed borders divide the different sections of the decoration 
on the foot. The inscription of the emperor Romanos, 
+ KYPIE BOH0EI PtiMAND OP0OAOS[Q AEC]- 
nOTH (Kupts (3o7)#ei 'Pco^avw 6p$oS6£to ^taitox-f]^ 
"Lord help the Orthodox emperor Romanos") is written 
in blue enamel beneath the platform that supports the 
sardonyx chalice. 

The host of bust figures of Christ, the Virgin, the arch- 
angels Michael and Gabriel, the apostles (Peter and Paul, 
Bartholomew and Simon, James and Philip), St John the 
Baptist and the Fathers of the Church (John Chrysos- 
tom, Basil and Nicholas, Gregory Nazianzen and Gregory 
the Wonder-worker), and bishops, deacons and martyrs 
(Charalampius and Cyprian, George and Demetrius, 
Ausenius and Eugenius, Agathonicus and Acacius, Flo- 
rus and Laurus, Orestes and Christopher), of the hermit 
Anthony and the deacon Spiridion, and of Nicephorus 
the iconodule Patriarch of Constantinople with St Laza- 
rus the painter, join in the Glorification of the Virgin 
(see Introduction, p. 110). The missing plaques of the 
rim may have shown four more apostles, and those of the 
foot six more martyrs. 

The figural style seems to be related most to that of the 
chalice with gadroons of the emperor Romanos (prob- 
ably Romanos n, 959-63; no. 11) and the Limburg an 
der Lahn reliquary (964-5) in the configuration of the 
faces, especially of their hairlines, and the coloration and 
style of the draperies (fig. 10 k). The archangels, for 
example, are especially close to their counterparts on 
the reliquary and on the chalice in the shape of their 
faces, eyes, eyebrows, and mouths, in the decoration of 
their wings, and in the way in which they hold the globe 
and scepter. The blessing hands of such saints as Peter 
and Paul or Bartholomew and Simon and the portrayal of 
the irregular folds of their bi-colored robes similarly 
resemble those of the apostles on the chalice and reliqu- 
ary, although with less complexity of folds due to their 
much smaller size. The style of the finely executed pal- 
mette relief decoration at the foot also supports a tenth- 
century date. It can be compared to the low relief palmettes 
of the interior border of the turquoise glass cup (no. 29). 
In view of the similarities, it seems likely that the two 
chalices, both with inscriptions to the emperor Roman- 
os, were made for Romanos II, whose dates coincide 
with those of Basil the Proedros, the patron of the reliqu- 
ary of Limburg an der Lahn. Yet, in spite of the close styl- 




istic resemblance of the chalices' enamels, their visual 
effect is quite different, since they were designed to deco- 
rate chalices of dissimilar shape. The tall, rectangular, 
enameled panels with half-figures of Christ, the Virgin 
and saints on the other chalice of Romanos (no. 11) 
correspond well to the tall, almost conical shape of its 
sardonyx bowl. The smaller enamels on their longer rect- 
angular plaques on this chalice, however, suit well the 
very impressive broad and relatively low proportions of 
its magnificently worked sardonyx cup. 

M.E.F. 
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Chalice of the emperor Romanos (without handles) 

Stonework: 3rd -4th century (?). Metalwork: Constantinopolitan, 959-963 
Sardonyx, silver-gilt, gold do isonne enamel, pearls. Height225mm, diam. 
140 mm 

Tesoro, no. 65 

This chalice, which has doubtless been in the treasury 
since the thirteenth century (cf. no. 16), appears in the 
1733 inventory as "Una tazza grande di nicolo orientate, 
lavorata a sonde, adornata di figure, con piede e contorno 
dorato" (Gallo 1967, 350, no. 38). It was valued at the high 
price of 6000 lire in Cicognara's catalogue of 1816-20 
(Gallo 1967, 367, no. 26). It was then restored as detailed 
in the inventory of 1845 (Gallo 1967, 397, no. 98). 
The sardonyx bowl is evenly curved, with a shallow pat- 
tern, cut back into the surface, of fifteen large gadroons 



surrounded by borders and separated by darts; each 
large gadroon encloses a smaller gadroon. The interior, 
by contrast, has very deeply cut gadroons, which, sepa- 
rated by groins, run from the rim of the bowl towards the 
bottom in two stages separated by a slanting ledge, 
below which they become shallower. The flat centre is 
occupied by a rosette comprising a concave disk sur- 
rounded by eight intaglio pointed petals; a circular bor- 
der in raised relief runs round the rosette. The underside 
is not visible. The rim of the calice is pierced four times 
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by two small adjacent holes pierced at regular intervals 
which were to serve, as on the one-handled sardonyx 
cup (fig. 4), for attaching an earlier mount. 
Indeed the bowl can hardly be of the same date as its 
present mount. The emperor Romanos, for whom the 
chalice was made, apparently used a Classical vessel, as 
in the case of the chalice with handles which also bears 
his name (no. 10). Byzantine hardstone vessels made as 
chalices are generally taller, concave, and have smooth 
exterior and interior surfaces (cf. no. 16). Generally 
speaking, Byzantine hardstone vessels are undecorated 
(for rare exceptions, see nos 42, 43). Antique vessels, on 
the other hand, can display a whole range of Classical 
motifs, from ovoid motifs (fig. lOg) and mouldings (cf. 
no. 35) to figural representations. They sometimes have 
a rosette on the underside (cf. no. 10), recalling that on 
the interior of this chalice. 

The flat gadroons can be found on other sardonyx objects 
apparently of Antique date. A round cup from the collec- 
tions of the Dauphin, son of Louis XIV, now in the Prado 
(fig. 11a; Angulo 1954, no. 44), has slightly raised gadroons 
defined by a border in lower relief, which, as on the cha- 
lice in Venice, alternate with darts in relief. Inside the 
cup the gadroons - very deep, like those inside the 
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chalice, and separated by ribs - meet in the centre, in a 
circular depression. The oval sardonyx cup of the empe- 
ror Charles iv, now in the treasury of Prague Cathedral 
(fig. lib; Podlaha and Sittler 1903, no. 194, fig. 132) is 
decorated with twelve shallow gadroons cut back into 
the surface. The interior has twelve deep gadroons, 
which do not correspond with those on the outside; they 
are separated by ribs and abut a central oval depression 
with a raised border. The Bibliotheque Nationale pos- 
sesses a fragment of a vessel found in Syria, also decorat- 




ed with gadroons (fig. 11c; Babelon 1897, 213, no. 378). 
The motif does not appear on works datable to the first 
century bc or the first century ad. A certain clumsiness 
in the workmanship of the vessels in Madrid and Prague 
would tend to place works with gadroons later than this 
period, the more so since two of the agate vessels found 
in the tomb of the empress Maria (d. 407) and known 
from a sixteenth-century drawing (Rossi 1863, 53-6) are 
decorated with gadroons. 

D.A. 



The quiet majesty and excellent quality of the enamels 
on this chalice match the beauty and subtle carving of its 
sardonyx bowl and the elegant simplicity of the design of 
its silver-gilt mounts. Fifteen rectangular enamel pla- 
ques set between borders of pearl strands decorate the 
chalice's tall rim. The enamels portray images of Christ 
blessing and, reading from his left, SS John the Baptist, 
Peter, Matthew, Mark, Luke, Gregory Nazianzen, Basil, 
the archangel Gabriel, the Virgin, the archangel Michael 
and SS Nicholas, John Chrysostom, John the Evangelist, 
and Paul. Originally, the Virgin flanked by the two archan- 
gels would have been placed directly opposite Christ on 



the chalice. A rich coloration of porphyry and terracotta 
red, navy blue, turquoise, several shades of light blue, 
emerald green, yellow, and black allows the figures 
to stand out clearly against their smooth gold back- 
ground. The rings around the base of the rim were used 
for the attachment of pendant gems and/or pearls. 
Silver-gilt straps with a simple beaded border are hinged 
to the chalice's rim and base; the latter is composed 
of a tall stem with simple knop edged by beaded 
strips. Its splayed foot contains three enamel medallions 
within scalloped frames and an inscription in blue 
enamel, giving the name of the emperor Romanos, writ- 
ten on six plaques, one of which is missing: +KTPIE 
BOH0EI PQMAN[Q] OP0OA[OSQ AE]CTI OT[H] 
(Kupie (3oy)6sl 'PcopiavcJ) 6p6o§6i;<f) Sscttioty), "Lord help 
the Orthodox emperor Romanos"). 
The three enamels of the foot contain busts of the Virgin 
Annunciate, of the archangel Gabriel, and of St Cosmas. 
Grabar cites this Annunciation as a unique example of a 
scene on a Byzantine chalice. The medallions of the 
Virgin and Gabriel, however, are very different in style 
from that of the enamels on the chalice's rim and of St 
Cosmas on the foot, as Wessel pointed out (1967, no. 19). 
He dated the Virgin and Gabriel to the ninth or tenth cen- 
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tury in Byzantium by comparing them to several enamels 
in Georgia (see fig. 9 a). Moreover, the two enamels have 
been cut down in order to fit into the small scalloped 
frames and are therefore probably replacements of the 
original enamels. In any event, images of saints would be 
more appropriate to the decoration of the base of a 
Byzantine chalice (see for example, no. 17). Presumably, 
Cosmas was paired with St Damian, his fellow doctor 
and martyr, with whom he was usually associated. 
The program of the chalice's decoration depends on the 
imagery of the Glorification of the Virgin, in which the 
Mother of God is portrayed orans. Often it is used for the 
decoration of the church's apse as at the ninth-century 
church of the Virgin of the Pharos in Constantinople, at 
the twelfth-century cathedral of Cefalu in Sicily and in 
the fourteenth-century church of the Virgin Peribleptos 
in Ohrid. The patriarch Photius described the image of 
the Virgin in the apse of the Pharos church at its inaugu- 
ration as "stretching out her stainless arms on our behalf 
and winning for the emperor safety and exploit against 
the foes" (Mango 1958, 188). The imagery is also found 
on liturgical furniture like the Pala dVro in Venice, 
whose program of decoration derives from monumental 
imagery (see Frazer 1981, 273-9). Similarly, on this chalice, 
the Virgin orans is accompanied by Christ in glory, 
archangels, apostles, prophets, Church Fathers, and holy 
martyrs in the descending order of the heavenly hierarchy. 
Much discussion has been devoted to the dating of this 
chalice, for even though it was the gift of an emperor 
Romanos, four rulers of that name occupied the Byzan- 
tine throne during the tenth and eleventh centuries: 
Romanos I Lecapenos (920-44), Romanos n (959-63), 
Romanos m Argyros (1028-34) and Romanos iv Dio- 
genes (1067-71). Certain stylistic traits of this chalice's 
work, however, seem to support a tenth-century manu- 
facture, probably during the reign of Romanos n. The 
closest comparison for the chalice's style and coloration 
is that of the enamels on the reliquary of the True Cross 
of Basil the Proedros that was brought to the West as loot 
from the Fourth Crusade in the thirteenth century and 
presently kept in the treasury of the cathedral at Lim- 
burg an der Lahn (figs lid, lie; Rauch 1955, 201-40). 
Not only do the figures stand in a similarly elegant isola- 
tion against a smooth gold background, broken only by 
the inscription of small, well-rounded red letters, but 
also the drawing of the faces and the description of the 
draperies are closely allied. The heads have the same 
thick eyebrows that are softly arched in comparison with 
more slanted, longer and sharply bowed brows on such 
late eleventh to early twelfth-century enamels as that of 
Christ from an icon frame of the monastery of Djumati in 
Georgia at the Metropolitan Museum of Art, New York 
(Frazer 1970, 240-51). These later features are found also 
on the enameled figures from the crown of the Hungar- 
ian king Geza I (1074-7), which includes an image of the 
emperor Michael vn Dukas (1071-8), Romanos iv Dio- 
genes' successor. 



The long noses, small semi-lunate-shaped mouths and 
the eyes with large pupils of the Romanos chalice are 
also closely related to those of the figures on the Lim- 
burg an der Lahn reliquary. The description of the drap- 
ery folds, either with flowing segments of juxtaposed 
lighter and darker colors (St John the Baptist and the 
apostles) or with loosely grouped cloisons in a solid- 
colored ground (the Virgin, and Fathers of the Church), 
is comparable as are such individual features as the way 
the Virgin's maphorion is folded over her head. Finally, 
the scalloped edging that frames the medallions of the 
foot and the support for the base of the sardonyx bowl is 
found on such mid-tenth-century works as a silver and 
niello cross in the Benaki Museum that has recently 
been published by Bouras (1971). 
Scholars who have proposed a tenth-century date still do 
not always agree on whether the chalice should be attrib- 
uted to Romanos I or Romanos II. Given the great dif- 
ference between the style of the chalice's enamels and 
that of the early tenth-century enamels on the Crown of 
Leo VI (886-912; no. 8) and on the bookcover with the 
Crucifixion (no. 9), and also its relationship to the work 
of the Limburg an der Lahn reliquary, Romanos n seems 
to be a more likely candidate as donor of this magnificent 
chalice. 

M.E.F. 

Bibliography: Durand 1861, 337-8, no. 43. Rohault de Fleury 1883-9, iv, 
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1966, 83-4. Gallo 1967, 350, no. 38; 367, no. 26; 397, no. 98; fig. 58, 
pi. 33. Wessel 1967, 72, no. 20. Beckwith 1968, 98. Hahnloser 1971, 59- 
60, no. 41 (Grabar), pis xlii-XLIIL Coche de la Ferte 1981, fig. 152. 

Exh. cat. Splendeur de Byzance, 1982, no. E2 (with bibliography). 
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Panel with half-figure of St Michael 



Constantinopolitan, late 10th -first half of 11th century 

Silver-gilt, gold cloisonne enamel, stones, pearls (now missing), glass. 

Height 440 mm, width 360mm (330x220mm without frame) 

Tesoro, no. 46 (listed in the 1325 inventory: v, no. 7) 



Among the most enigmatic pieces in the San Marco treas- 
ury is this magnificent repousse and enamel image of 
the bust of the archangel Michael. Against a fine rin- 
ceau background, the head of the archangel is worked in 
silver-gilt, his cheeks full, his nose long and thin, with 
the brows firmly defined. His hair, in which is set a dia- 
dem of three colored glass stones, waves back softly from 
the face, leaving only a few wispy tendrils at the forehead. 
St Michael wears the imperial lows, decorated with 
semi-precious stones and colored glass of predominantly 
red and green, arranged in five and six-part segmented 
circles within rectangles with beaded gold borders and 
set against a decorative ground. His richly colored wings 
and dalmatic are of cloisonne enamel. In his left hand, 
St Michael holds a scepter, set with stones and enamel; 
his right hand is turned palm outward. The archangel 
has an enameled halo of rosettes within canted squares, 
punctuated by colored glass stones. On either side of the 
nimbus are enamel roundels identifying him as Michael. 
Next to these are cloisonne medallions depicting St 
Simon at the left and Christ at the right. Strips of cloi- 
sonne enamel in a stepped cross pattern decorate the 
raised frame around the central image. 
Silver-gilt horizontal strips with low relief acanthus rin- 
ceaux above and below the central image are set with 
three enamel busts each: at the top, St Mark, the archan- 
gel Uriel, and St Luke; at the bottom, St John the Bap- 
tist, Gabriel, and St Bartholomew. Two further silver-gilt 
strips, of Venetian workmanship, the inner with a rin- 
ceau pattern, the outer with a leaf pattern, shelve out to 
a final frame of Venetian filigree of a beehive and floral 
design, set with Byzantine enamel medallions. (The 
inner rinceau strips resemble those surrounding two 
Crucifixion icons in the treasury: no. 36, and Hahnloser 
1971, no. 18.) For filigree that Hahnloser compares to the 
outer frame, see the cover of the crystal vase in the pres- 
ent exhibition (no. 37). The roundels represent the Vir- 
gin, the apostles Paul, James, Thomas, and Philip, the 
evangelists John and Matthew (who appears twice), and 
the warrior saints George, Demetrius, Theodore, Proco- 
pius, Mercurius and Eustratius. 
The icon, cited in the inventory of 1325 with the stand- 
ing St Michael (no. 19) is probably the "iconam cum 
angelo argenti laboratam ad opus levatum" (Gallo 1967, 
279, v, no. 7). In the inventory of 1816-20, Leopoldo 
Cicognara notes that the exterior frame then contained 
sixteen enameled gold medallions alternating with deco- 



rative enameled and nielloed medallions ("sedici meda- 
glioni in mosaico e smalto... compongono un primo giro 
alternato con meandrini diversi smaltati e niellati": Gallo 
1967, 379, no. 13). The icon then underwent restoration 
in the nineteenth century to which Pasini makes reference. 
The reverse of the icon is decorated exclusively in silver- 
gilt relief. A cross at the center is ornamented with foli- 
ate rinceaux, within which are set roundels of St Basil at 
the center, SS John Chrysostom, Gregory of Nazianzus, 
Nicholas and Menas on the arms. Originally St Basil was 
not centered, as seen in a drawing before restoration pre- 
served in the Archives of Venice and the description by 
Cicognara in 1816 (cf. Gallo 1967, 379, no. 13, pi. 41). 
A framing modern ribbon in a daisy chain or grape vine 
pattern precedes a frame of saints in medallions set 
against a rich foliate background. At the center top is 
Elias, and around him are SS Cosmas and Damian, Pan- 
taleimon, Mardarius, Auxentius, Eustace, Eugenius, 
Orestes, Cyrus, John, Hermolaus, Christopher, Stephen 
the Younger, Polyeuctus, Arethas, James Intercisus of 
Persia, and Menas (for a second time). The inventory of 
1816-20 (Gallo 1967, 379, no. 13) noted twenty-six busts 
on the reverse and indicated that the center one was 
absent. It therefore has undergone alteration; the com- 
parison of the back of the work today with the drawing 
before restoration preserved in the Archives of Venice 
shows that four medallions were placed in the now 
empty spaces between the arms of the cross. However, 
the exterior frame contained then, as now, eighteen 
medallions (fig. 12a; Gallo 1967, pi. 41, fig. 70). 
The outer frame of foliate rinceauxw&s apparently creat- 
ed by beating the metal against two matrices, since the 
wider top and bottom strips show one pattern, and the 
narrower sides a second one. (For a description of this 
technique, see Theophilus, ill, lxxv: Dodwell 1961, 135-7.) 
The Michael panel clearly underwent considerable alte- 
rations of the original composition in Venice, as often 
occurred in the treasury objects, but whether or not the 
glass of the lows is modern, as Grabar suggests, it is cer- 
tainly consistent with the original Byzantine design 
(compare, for example, the colored glass used on the 
Limburg reliquary: Rauch 1955, 201-40, esp. figs 1-2). 
Most of the enamel medallions set in the Venetian frame 
seem to belong to the original Byzantine program and 
are simply out of order, a fact which Pasini attributes to 
mid-nineteenth-century restorations (Pasini 1885-6, 74). 
The Virgin probably was placed opposite Christ, since she 
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turns to the right. The consistent style of all the medal- 
lions, with the exception of the two archangels, of Deme- 
trius and one of the two roundels of St Matthew, who do 
not share the beaded nimbus or furrowed brows of the 
rest, suggests integrity of program. (The Virgin and 
Christ have individualized haloes.) 
The dimensions of the central image of Michael with his 
stepped cross enameled frame correspond to the dimen- 
sions of the cross on the reverse with its daisy chain 
frame, and the repousse medallions of the reverse are the 
same size as the enamel roundels of the front. Conse- 
quently, the front and back seem to belong together, and 
the front can be reconstructed accordingly. Christ and 
the Virgin would flank the archangel, with the other 
eighteen medallions forming an inner frame in an arrange- 
ment paralleling the repousse medallions surrounding 
the Cross. The enamel roundels would have been hier- 
archically arranged in their frame, perhaps in the fol- 
lowing order: St John the Baptist flanked by the four 
evangelists at the top, four apostles on each side, and 
five military saints across the bottom. Again correspond- 
ing to the design of the reverse, there would have been a 
wide outer frame of stamped rinceaux, fragments of 
which may now form the narrow strips on either side of 
the archangel. (Grab ar believed these strips to represent 
reuse of metalwork from the original front.) 
The St Michael has generally been assigned to the 
second half of the tenth or the first half of the eleventh 
century, a dating that seems consistent with works that 
are considered eleventh century in current scholarship. 
While Grabar's comparison of the metalwork of the 
reverse to the Limburg reliquary of 964-5 (fig. 12b) must 
be seen only in the most general sense, the saints in 
medallions set in an acanthus rinceau on the eleventh- 
century Halberstadt paten (fig. 13 a, and exh. cat. Die 
Zeit derStaufer, 1977, 1, no. 567; n, fig. 370) and another 
set in a reliquary at San Marco (Hahnloser 1971, no. 66) 
are comparable in type. The same formula, though not so 
well accomplished, is used on the sides of the True Cross 
reliquary (no. 13), dated by Margaret Frazer to the late 
tenth or early eleventh century on the basis of parallels 
with decoration in eleventh-century manuscripts. 
The enamel roundels of the front, with their closely set 
cloisons and finely rendered features, are distinct in 
style from those on the tenth-century Romanos chalices 
(nos 10, 11), but in keeping for example with the roun- 
dels of SS George and Mark in the treasury (Hahnloser 
1971, nos 96, 98). The Christ seems quite close to the one 
set in the bowl of a chalice dated to the second half of 
the tenth century (Hahnloser 1971, no. 47), not in the 
exhibition. 

The paucity of surviving works combining enamel and 
repousse makes comparisons with the bust of the arch- 
angel difficult. The obvious parallel is the full-length icon 
of the archangel also in the exhibition (no. 19). Though 
it similarly combines precious stones, repousse and en- 
amel, its more lavish enameling, and comparisons with 




145 




146 



the Pala d'Oro point to a twelfth-century date. In the 
bust of St Michael, the fullness of the archangel's face 
seems a distinguishing feature of the style. A similar puf- 
fmess can be seen in steatites dated to the eleventh cen- 
tury, such as one in Leningrad with St Demetrius, and 
another with SS Theodore, George and Demetrius, 
called twelfth century (see Bank 1965, figs 155-6). 
It is likely that the bust of Michael comes from one of the 
numerous sanctuaries consecrated to the archangel, and 
possibly one of the two dedicated to him within the 
imperial palace precincts (cf. Janin 1969, 337-50). It is, 
however, difficult to know if this image was originally an 
icon, as the inventory of 1325 suggests, or perhaps a 
bookcover. A number of icons have similar characteris- 
tics to both the half and full-length figures of St Michael 
in San Marco. For example, an icon with the image of 
Christ painted in the wooden cavity at the center of an 
enameled nimbus is known from an inscription to be a 
replacement for a metal image of the Virgin (Amiranach- 
vili 1963, pi. xxvi). The Khakhuli triptych is thought to 
have had gold repousse for the half-figure of the Virgin 
whose face is in enamel (fig. 12 c; Amiranachvili 1963, 
34-5, pis li-lii). 

Literary accounts also provide provocative comparisons. 
The inventory of 1200 of the monastery of St John the 
Evangelist on Patmos includes as its first entry, and prin- 
cipal icon, one of St John the Theologian, with the frame 
in silver-gilt and halo and Gospel of silver with gold and 
enamel. A second icon, of St John Chrysostom, men- 
tions the halo, Gospel book, epimanikia (liturgical cuffs), 
and the crosses of the vestment as of gilded silver (see 
Sathas 1872, 47 ff.). 

If it were an icon, the elaborate decoration of the reverse, 
with not only a cross but also numerous medallions, is 
singular among surviving works of the eleventh century. 
Two-sided icons for processional use or placement be- 
tween the piers of an iconostasis are thought not to date 
before the twelfth or thirteenth century (see the discus- 
sion in Weitzmann 1976, 10). The combination of an ela- 
borate front with a corresponding but less fragile back in 
this work recalls the major and minor sides of a book- 
cover, the function given to the piece by Dalton in 191 1 
(Dalton 1911, 513). The idea was rejected by Muraro 
and Grabar (1963, 65), but Gallo (1967, fig. 70) refers 
to it as a bookcover. As a bookcover, the St Michael 
would have decorated a manuscript of unusually large 
proportions, though manuscripts of large format were 
certainly produced, like the eleventh-century Gospel 
lectionary at the monastery of Iveron, 400 x270 mm 
compared to St Michael's 460 x350 mm (Pelekanides 
1975, 293-5). 

Alternately, the small scale of the medallions, which 
could only be read at close hand, may also suggest an 
icon for private use, perhaps by the person for whom 
the Virgin is intercessing. Such a private devotional icon 
with an image of Christ once belonged to the empress 
Zoe (1028-50). According to Michael Psellus, it was 



"embellished with bright metals" that would foretell the 
future by changing colors. The description calls to mind 
the reflective quality of the Venice bust of St Michael: 
"... if it took on a fiery red color, its halo lustrous with a 
beautiful radiant light, she would lose no time in telling 
the emperor" (Sewter 1953, 138-9). As Weitzmann has 
suggested, the brilliant quality of gold and sparkling en- 
amel of the St Michael may have been particularly chosen 
to reflect the ethereal qualities of an angel (Weitzmann 
1978, 66). 

B.D.B. 
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Reliquary of the True Cross 

Byzantine, late 10th- early 11th century 

Silver-gilt on wood, gold cloisonne enamel, stones. Length 270 mm, width 
220mm 

Santuario, no. 75 (listed in the 1325 inventory: I, no. 18) 

Richly decorated with enamels, reliefs, and gems, the 
silver-gilt reliquary opens by means of a sliding lid to 
reveal three particles of the True Cross set in a double 
traverse cross-shaped container. The cross is surrounded 
by a twisted rope border and plain silver-gilt panels, which 
may be replacements of lost figural reliefs (Hahnloser 
1971, 34; cf. Bank 1958, passim). A concave frieze of bar- 
barized Lesbian cyma and egg-and-dart frames the panels. 
The reliquary's lid displays a gold enameled plaque 
depicting the Crucifixion and six enameled medallions 
of SS John the Baptist, Peter, John the Theologian, Paul, 
Thomas, and Pantaleimon on its frame. The central 
plaque shows Christ dead on the cross, mourned by two 
angels, the Virgin Mary and St John. Disks of the sun 
and moon flank the top of the cross and the skull of 
Adam appears in the hill of Golgotha below. The Greek 
abbreviation for Jesus Christ is inscribed on the titulus 
and Christ's words to Mary and John ("Behold thy 
mother"; "Behold thy son") are written in red enamel 
beneath the arms of the cross: fflAE Y[I]OC COY - 
IAOT H MH[TH]P COT (*I8e 6 m6q <rou - 'I8oi> *j 

The enameled medallions were probably originally ar- 
ranged with the two saints John on top, SS Peter and 
Paul in the center, and SS Thomas and Pantaleimon 
below. The present placement of St Peter in the top row 
may reflect a conscious exchange of enamels that 
occurred in the West where the primacy of St Peter was 
essential to the Roman Church (see Weitzmann 1983, 
25-8). The saints' eyes turn towards Christ in the axial 
panel. The medallions are placed at regular intervals be- 
tween six sets of three gems each. The outer frame of the 
box is similarly enriched with gems held in place by 
prong settings. The lid is secured to the body of the box 
by a hinged strap with incised reticulate design that 
locks into an elaborately incised plate at the center of the 
casket's front side, which may be a replacement of the 
original lock. A large double rosette forms the lock on 
the back. Silver relief medallions with portraits of the 
Fathers of the Greek Church (SS Gregory the Theolo- 
gian, Basil, John Chrysostom, and Nicholas) and of mili- 
tary saints (Eustathius, Procopius, Theodore, George, 
Demetrius, and Nicetas) are set within a background of 
Sasanian palmette rinceaux. These medallions are framed 
by a crimped border, as is the enamel on the Crucifixion 
lid and the impressive silver relief leaved and gemmed 
cross on the bottom of the reliquary. This monumentally 
conceived cross has large disks at the end of its arms. 



Two acanthus leaves rise from the largest of these disks 
at the foot of the cross. The border is filled with a rinceau 
of Sasanian palmettes that displays lusher foliage and 
flowers than does that of the reliquary's sides. The cross 
is inscribed between its arms: IC XC NI KAflijaous 
Xoiaxoq vlxa, "Jesus Christ conquers"). All the inscrip- 
tions on the reliquary are written in Greek. 
The reliquary is first recorded in the inventory of the 
treasury of San Marco of 1325, when it was kept in the 
sanctuary and displayed during the services of Good Fri- 
day (Pasini 1885-6, 33; Gallo 1967, 25): "Iconam unam 
cum Cruce de ligno Domini, ornatam auro etargento, quae 
consuevit ostendi in dies Veneris Sancti et habet cohopertu- 
ram et seraturam argenti; quae crux conservatur in Camera 
Procuratiae" It belongs to a well-known type of True 
Cross reliquary, perhaps the earliest surviving example 
of which is a small, richly enameled silver-gilt rectangu- 
lar casket in the Metropolitan Museum of Art, New 
York, that was probably made in the ninth century 
(Buckton 1982, 33-6; Kartsonis 1982). Its form, however, 
may go back to an Early Christian precedent, like the 
box in which the True Cross was displayed to pilgrims at 
the sanctuary of the Holy Sepulchre in Jerusalem at least 
as early as the fifth century and which the emperor, 
Heraclius, brought to Constantinople in AD 635. The 
San Marco reliquary has been variously assigned to the 
ninth, tenth, or eleventh century, but most recently, 
Grabar, following a suggestion of Frolow, proposed a 
thirteenth-century date on the basis of the enamel's 
poor quality, the exaggerated sway of Christ's body on 
the cross and the resemblance of the silver relief cross 
and of the enameled and relief saints' medallions to 
thirteenth-century work. He argues that the Crucifixion 
enamel copies a tenth-century model. 
The enamels of the reliquary, however, are not of poor 
quality, but only badly damaged. They have suffered 
severe losses in Christ's arms and cross and in parts of 
the haloes and dress of the Virgin, John, the angels and 
saints. Where not actually missing, the enamel is 
cracked and broken in many places and several of the 
cloisons are detached from their gold backing. Further- 
more, in comparison to most Palaeologan images of the 
Crucifixion, where Christ's agony is expressed through 
an intense swaying of his body and legs, the pose of 
Christ is restrained on the reliquary. 
The relief busts on the reliquary and sides are similarly 
less animated than are their Palaeologan counterparts, 
as represented, for example, by the busts of saints on the 
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early fourteenth-century bookcover in the Biblioteca 
Marciana (Hahnloser 1971, no. 39). The gems on the 
reliquary are set with prongs rather than with bezels, 
which were customary in Middle Byzantine art, as Gra- 
bar points out. These later settings, however, are clearly 
replacements of earlier gem mounts, whose original, lar- 
ger size can be traced in the discoloration of the silver- 
gilt surface around the present mountings. 
Grabar's final argument centers on the time at which the 
reliquary entered the San Marco treasury. Whereas it is 
listed in the inventory of 1325, it does not appear in that 
of 1283 and, therefore, could have been made around 
the year 1300 before being brought to Venice. The fail- 
ure of the 1283 inventory to mention this reliquary, 
however, does not necessarily mean it was not made 
before that date but only, probably, that it came to San 
Marco between 1283 and 1325. 
A return to the earlier dating of the reliquary in the 
Middle Byzantine period is justified. In the past, the 
work has most often been compared to the True Cross 
reliquary at Limburg an der Lahn of 964-5 for the color 
and style of its enamels, and for the form of the leaved 
cross on the silver relief back. Its style, however, is later. 
Its silver relief cross lacks the elegant monumentality of 
that on the earlier reliquary and its rinceaux are heavier 
and more rigid in style. They are closer in design to the 
rinceaux on the relief of St Michael (no. 12) and in the 
borders of a lectionary in the Dionysiou monastery at 
Mount Athos (gr. 587), dated by Kurt Weitzmann to the 
mid-1 050s on the evidence of its miniatures (Weitzmann 
1950, 151-74, 215-9; e.g. fol. 116r: Pelekanides 1973, 191, 
435). Furthermore, such features as its crimped borders 
are found frequently in late tenth and eleventh-century 



works like the two ivory triptychs in the Museo Sacro at 
the Vatican and in the Louvre Museum (Goldschmidt 
and Weitzmann 1934, nos 32-3; Morey 1936, 65-7; 
Maxeiner 1977, 319-25). 

The reliquary's figural style is also characteristic of this 
later period. The Virgin and St John of the Crucifixion, 
for example, have the same slender proportions, round 
faces, and intense gazes as SS Zenais and Philonilla, and 
St Theodore in the Menologion of Basil n (985-1025) in 
the Vatican Library (ms. gr. 1613 ; // Menologio di Basilio n, 
Codices Vaticani Selecti, vill, 1947, pp. 106, 383), and as 
figures in an early eleventh-century gospel book in Paris 
(Bibliotheque Nationale, gr. 64, fol. 11; Omont 1929, 46, 
pi. lxxxv). The silver relief busts on the reliquary's sides 
are similar to busts of saints on the silver paten in Hal- 
berstadt (fig. 13a; Rice and Hirmer 1959, no. 136) and the 
standing bishops on the reliquary of Santa Prassede in 
the Museo Sacro Vaticano (fig. 13b; Stohlman 1939, 48, 
no. 104). They also resemble miniatures of SS Theodore 
and Gregory in the Dionysiou monastery lectionary, 
whose border decorations often copy enamel designs 
(fols 143 r, 116r, 2r; Pelekanides 1973, 177, 206, 163, 191). 

M.E.F. 
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Bookcover with Christ and the Virgin orans 

Byzantine, late 10th- early 11th century 

Silver-gilt on wood, gold cloisonne enamel, stones, pearls. Length 290 mm, 
width 210 mm 

Biblioteca Marciana, ms. Lat. CI. 1, 100 (listed in the 1325 inventory of the 
treasury: v, no. 12) 



Christ blessing and the Virgin orans decorate centrally 
placed rectangular panels on the front and back cover of 
this sumptuous silver-gilt bookcover, which contains 
a fourteenth-century Venetian evangeliary. They are 
dressed in rich blue robes. Christ, inscribed IC XC 
Clr\(jo\}<; Xpiatoq, "Jesus Christ"), holds a tall book with 
a cross and jewels on its covenn the crook of his left arm; 
the Virgin, inscribed MHP @T (Myjttqp ©sou, "Mother 
of God"), spreads her hands over her chest in prayer. A 
mappa, handkerchief, is looped around her belt. Twelve 
enameled medallions of saints, who are identified by 
Greek inscriptions, are applied to the background 
around the central panels. On the front, reading clock- 
wise from the left corner, are St Andrew, the archangel 
Gabriel, and SS Paul, James, Mark, Philip, Simon the 
Zealot, the prophet Elisha, SS Matthew, Thomas, John, 
and Luke; on the back, St John the Baptist, the archan- 
gel Michael, and SS John Chrysostom, Peter, Nicholas, 
Elizabeth, Joachim, Zachariah, Basil, Ann, Gregory, and 
Bartholomew. The figures are traditionally dressed in 
chiton and himation (apostles), paenula and omophorion 
(bishops), chiton and chlamys (prophets), divitission and 
chlamys (angels), chiton and cloak (John the Baptist), 
chiton and maphorion with the "hood" of a different color 
(female saints). Each saint carries his accustomed at- 
tribute, for example a book or furled scroll or cross-shaped 
staff for the male saints, and crosses and scepters for the 
female saints and angels respectively. The figures' himatia 
and chitones are rendered in alternating sections of light 
blue, light green and black enamel; otherwise, solid 
colors are used for the clothes of the angels, prophets, 
female saints, and John the Baptist. The medallion por- 
traits are not in their original order; presumably they 
once followed accustomed Byzantine hierarchy of imagery 
with angels, St John the Baptist, and apostles at the 
top and other saints and prophets below in the order 
established in the Byzantine liturgical prayers of the 
consecration of the eucharist (see Kantorowicz 1942, 
56-81). The saints participate in the iconography of the 
Glorification of the Virgin (see Introduction, p. 1 10, and 
no. 11). The outer borders of the panels are formed by 
alternating square and oval, red and green cabochons, 
whose settings are punctuated by two golden beads on 
their longitudinal axes. Small pearls, only one between 
two gilt rings, are strung alongside the gems and around 
the medallions and the central images of Christ and 
the Virgin. The bookcover, the composition of which 



resembles another one at San Marco (figs 14 a, 14 b), is 
well preserved with the exception of some loss of enamel 
in the Virgin's robes and, particularly, of lost cabochons 
on the back cover. 

The bookcover is most often dated in the tenth century. 
Grabar (Hahnloser 1971, no. 36), for example, places it 
between the votive crown of the emperor Leo the Wise 
(886-912), and the reliquary of the True Cross at Lim- 
burg an der Lahn (964-5), relating it specifically to the 
chalice of the Patriarchs (no. 16), which he dated be- 
tween 933 and 935. Furlan (exh. cat. Venezia e Bisanzio, 
1974, no. 28), however, suggested a mid-tenth-century 
date, while Wessel (1967, no. 27) and Talbot Rice (Rice 
and Hirmer 1959, nos 140-1) dated it to the late tenth 
and twelfth century respectively. Grabar's dating seems 
too early for the style of the bookcover, which differs 
from that of the votive crown and the Limburg an der 
Lahn reliquary. The conception of the figures' faces is 
quite different. The hair is more abstractly patterned, 
the eyes are larger and rounder. Moreover, the lines of 
Christ's and the Virgin's draperies are more repetitive 
and geometrically severe than the looser rhythmic folds 
of cloth of the central image of Christ on the mid-tenth- 
century Limburg an der Lahn reliquary. The cloisons 
that describe the face of Christ on the bookcover, for 
example, are smoothly and severely drawn compared to 
the nervous, rippling energy of the outlines of Christ's 
face and hair on the earlier reliquary. Finally, the organiza- 
tion of imagery on the bookcover is as geometrically 
precise as that of the placement of its cloisons, whereas 
the enameled cover of the Limburg reliquary presents a 
constantly shifting vista of clusters of gems and densely 
packed flat decoration in the stepped-cross enameled 
border framing the chorus of closely grouped figures. 
The character of the bookcover's design, however, finds 
close parallels in the art of the late tenth and of the first 
half of the eleventh century, where self-contained 
figures were often placed against expanses of gilded 
backgrounds, perhaps inspired by Byzantine mosaic 
decoration, for example in the late tenth-century Gospel 
lectionary at Mount Sinai (cod. 204; Beckwith 1961,fig. 
104). A similar distribution of a central figure surround- 
ed by bust portraits is found in Byzantine paintings, like 
the icons of the Crucifixion and of St Nicholas at Mount 
Sinai (Weitzmann 1967, pis 40,43). Certain characteris- 
tics of the style of the figures on the bookcover are also 
found in this later period. The round faces of the Virgin 
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and the young beardless saints are similar to those of 
such figures as the Virgin in the Adoration of the Magi in 
the Menologion of Basil II (976-1025; Biblioteca Aposto- 
lica Vaticana, ms. gr. 1613, p. 272, IlMenologio di Basilio II, 
Codices Vaticani Selecti, vni, 1947), the Crucifixion en- 
amel of the San Marco reliquary of the True Cross (no. 
13), and of images of the empress Zoe (1028-50) in ena- 
mel (Hahnloser 1971, no. 98; Wessel 1967, no. 32) and in 
the mosaic of the south gallery of St Sophia in Istanbul 
(Whittemore 1942, pi. 13). Mosaics of the first half of the 
eleventh century offer the closest analogies for the dis- 
tinctive rendering of the figures' eyes on the bookcover, 
with their wide-open oval shape and large circular pupils 
that seem to be suspended from just under the upper lid, 
particularly at Hosios Loukas and Nea Moni in Greece 
and at St Sophia in Kiev (Lazarev 1967, figs 164-81). 
Finally, the type and disposition of the cabochons and of 
the enameled decoration in general on the bookcover 
resemble that of the tenth to eleventh-century reliquary 
of the True Cross (no. 13) and of the eleventh-century 
paten with Christ (no. 18) in this exhibition. 
Weitzmann has published this and the bookcover CI. I, 
101 (no. 9) as diptych icons, reused as bookcovers in the 
basilica of San Marco (Weitzmann 1982, 16). He points 



out that this was the fate of many Byzantine works of art 
that were brought to the West, particularly ivories that 
were incorporated in Western bookcovers in the Middle 
Ages. The subject and design of the front and back 
covers are moreover very close to the design of contem- 
porary icons. Although Weitzmann's arguments for the 
original use of the bookcover as a diptych icon are arrest- 
ing, especially considering the damage suffered by the 
delicate jeweled and pearled decoration of the back 
cover, there are examples of bookcovers from the Early 
Christian and Palaeologan periods which treat the front 
and back covers equally (see Introduction, pp. 111-2, 
and no. 20). 

M.E.F. 

Bibliography: Labarte 1872-5, ill, 24, fig. 63; II, Album, pi. cm. Pasini 1885-6, 
117-8, no. 13, pis x-xi. Molinier 1888, 47-50, 81, no. 6. Schlumber- 
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fig. 308. Grabar 1958, 172, figs 8-11. Rice and Hirmer 1959, 72, 
no. 141. Muraro and Grabar 1963, 68, 71. Ross in exh. cat. Byzantine art 
an European art, 1964, 396. Gallo 1967, 279, no. 12; 291, no. 3(?); 304, 
no. 18(?). Wessel 1967, no. 27. Volbach and Lafontaine-Dosogne 1968, 
108-99, no. 82. Hahnloser 1971, 48-9, no. 36 (Grabar), pis xxxiv-xxxv. 
Malle 1971, 105-6, fig. 36. 

Exh. cat. Venezia e Bisanzio, 1974, no. 28. 
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Chalice with eucharistic inscription 



Stonework: Byzantine, 9th -11th century. Metalwork: Constantinopoli- 
tan, late 10th -early 11th century 

Sardonyx, silver-gilt, gold cloisonne enamel, stones, pearls. Height 
115 mm, width 200 mm, diam. 110 mm 

Tesoro, no. 79 



The chalice appears in the 1571 inventory as "Un vaso 
sive gotto [goblet] d'Agata, con manichi, et piede d'ar- 
zento, et con zoglie che non sono buone attorno nelle pani- 
zuole" (Gallo 1967, 299, no. 55), and in 1733 as "Un vasetto 
di sardonica orientate adornato di geme con manichi e 
ornamenti doratf (Gallo 1967, 350, no. 41). It was valued 
at 600 lire in Cicognara's catalogue of 1816-20 (Gallo 
1967, 368, no. 31). 

This fairly thick-walled vessel in the shape of a truncat- 
ed cone has a fairly regular shape, apart from a large 
polished depression facing one of the handles. The inte- 



rior is rough. The bottom is concave on the inside, flat on 
the outside. 

Hardstone vessels in the form of truncated cones were 
produced in Classical Antiquity, as is shown by one in 
sardonyx discovered in Egypt in 1930, now in the Egyp- 
tian Museum, Cairo (Biihler 1973, no. 6, pi. 2), and a 
rock-crystal situla in the treasury of San Marco (Hahn- 
loser 1971, no. 75, pi. lxiii). The workmanship of the 
metalwork of the chalice, however, strongly suggests an 
origin in the Macedonian Renaissance. The chalice is 
not without parallel, for it can be related to a sardonyx 
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vessel in the Louvre, formerly in the collection of Louis 
xiv (fig. 15a). This is a little larger (height about 115 mm) 
than the one in Venice, and it was engraved (as well 
as given a foot and a mount) in France in the mid- 
sixteenth century. Besides its shape, one can find in this 
object the thick walls and the internal roughness and 
concave bottom of the chalice in Venice. It is less well- 
made, not being completely round. It is uncertain 
whether the San Marco vessel, which resembles a situla 
for holy water, was originally conceived as a chalice: the 
truncated cone-shape would have been most unusual for 
such a purpose. The only other example is a sardonyx 
chalice in San Marco (fig. 15b; Hahnloser 1971, no. 62, 
pi. lvi); unlike the majority of Macedonian period chal- 
ices in San Marco (cf. no. 16), however, this has a flat 
bottom and a foot cut from the same block of stone as the 
bowl, which makes it unlikely to be Byzantine work and 
suggests, rather, that it may be an example of re-use 
(cf. no. 35). 

D.A. 



Metalwork 

The sardonyx chalice is mounted on a low silver-gilt 
base, which is decorated with narrow beaded borders 
and faceted cabochons. One of the gems is an amethyst, 
the others are glass set over an amethyst-colored metal 
foil. The chalice's two handles are also decorated with 
cabochons and beaded borders. The two top-most gems, 
now missing, were set in tall cylindrical bezels; a third is 
missing from the lower part of the right handle. The rim 
of the chalice is covered by a silver-gilt collar, decorated 
with strands of small pearls placed between two silver- 
gilt beaded bands. They frame four enamel plaques that 
are decorated with an inscription drawn from the eucha- 
ristic prayer for the consecration of the wine: + IIIETE EE 
ATTOT IIANTEC TOTTO ECTIN TO AIMA MOT 
TO THC KAINHC AIA0HKHC (IIUts il 

TS£' TOUTO CCTTLV TO aT[X0C [JLOU TO T7)$ *0CLV7)<; 8La67)XY)£, 

"Drink all of this, this is my blood, that of the New Testa- 
ment"). This is a commonly used inscription among the 
Byzantine chalices kept in the treasury of San Marco 
(no. 16; cf. Hahnloser 1971, 56, nos 44, 46, 51, 58, 63). 
In its simple and refined shape and its decoration with an 
inscription, the chalice resembles a chalcedony chalice 
that was commissioned by Sisinnios, Grand Logothete 
under the emperor Romanos II (959-63; no. 23; cf. Ross 
1959, 7-10). In the shape and decoration of its mounts, 
however, it is more closely allied to a larger chalice in the 
same treasury that Grabar dates to the tenth to eleventh 
century (Hahnloser 1971, no. 59). 
The inscription plaques are about eight millimeters 
high, and the letters are boldly written in white enamel 
on a translucent green and enamel ground. Grabar attri- 
butes this type of enameled inscription, as well as the 
short, rounded shape of the letters, to the early period of 
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the late ninth and early tenth century (Hahnloser 1971, 
56-7, no. 56). Similar use of enamel on enamel for in- 
scriptions, however, seems to appear only later with such 
objects as one of the Byzantine reliquaries of the Most 
Precious Blood in San Marco (Hahnloser 1971, no. 172) 
dated to the tenth to eleventh century, for which Frolow 
(1964-5, 220-1) proposes a late twelfth-century date, on 
the two icons of St Michael also in the treasury of San 
Marco (nos 12, 19), on an alabaster paten (no. 18) and on 
a group of late twelfth-early thirteenth century enamels 
which include the reliquary of St Demetrius in the Dum- 
barton Oaks Collection in Washington, D.C. (Ross 1965, 
111-2, no. 160, with earlier bibliography). The chalice 
cannot be dated as late as the late twelfth century how- 
ever, since, as Grabar points out, the words of the chal- 
ice's inscriptions are written without accents as was 
customary only before the second half of the eleventh 
century. The chalice may, therefore, have been made in 
the late tenth or early eleventh century. 

M.E.F. 
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216-7, 220-1. Gallo 1967, 299, no. 55; 350, no. 41; 368, no. 31; pi. 35, 
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Chalice of the Patriarchs 

Stonework: Byzantine, 10th century. Metalwork: Constantinopolitan, 
10th -early 11th century 

Sardonyx, silver-gilt, gold cloisonne enamel, stones, pearls. Height 273 mm, 
diam. 180 mm 

Tesoro, no. 69 

The chalice has doubtless belonged to the treasury ever 
since the thirteenth century. The 1325 inventory has 
this entry: "Calices septem de unicolo magnos in modum 
Grecorum, ornatos argento deaurato" (Gallo 1967, 278, 
in, no. 19), among which it would appear to figure, along 
with the two chalices of the emperor Romanos (nos 10, 
1 1). It was valued at 4000 lire in Cicognara's catalogue of 
1816-20 (Gallo 1967, 367, no. 25). 
Among the numerous hardstone chalices at San Marco, 
fifteen have agate or sardonyx bowls. These were some- 
times Classical objects re-used in Byzantium during the 
Macedonian Renaissance, as in the case of the two Roma- 
nos chalices. Frequently, however, they were made in 
Byzantium in the ninth, tenth and eleventh centuries 
specifically as chalices, and have kept their original 
mounts. Such is the case here. The bowl is hemispheri- 
cal, as are almost all the Byzantine chalices in San Marco, 
regardless of material. Made from dappled sardonyx of a 
consistent colour, apart from a white spot in the lower 
part, this chalice is one of the most capacious of the trea- 
sury's sardonyx chalices. Byzantine craftsmen some- 
times had difficulty in cutting large pieces, as is shown 
by a sardonyx chalice of similar size in San Marco, with 
its contour marred by a bulge (Hahnloser 1971, no. 45, 
pi. xlvi). By contrast here, the profile is very regular, and 
a comparison with the other Byzantine sardonyx chal- 
ices in the treasury shows that the chalice of the Patriarchs 
belongs particularly with three others (figs 16a, 16b, 
no. 17; Hahnloser 1971, no. 43, pi. xlv, no. 44, pi. xlvi). 
The interior of the bowl has a flat circular bottom, to 
which an enamel medallion has been attached. This 
decoration can be found on only one other sardonyx chal- 
ice in San Marco (Hahnloser 1971, no. 47, pi. xlvii). All 
the others including the latter, are concave with the 
exception of a chalice in the shape of a truncated cone, 
which has a flat bottom (fig. 15 b; Hahnloser 1971, no. 62, 
pi. lvi). The bowl of the chalice of the Patriarchs would 
therefore appear to have been carved specially for its pre- 
sent mount, which is one of the richest in the treasury; 
this would suggest that it was an imperial commission. 
Grabar has suggested that the chalice could be contem- 
porary with the patriarchate of Theophylactos, son of the 
emperor Romanos I (933-56). Although this hypothesis 
is now disputed (see below), the hardstone bowl in every 
way represents the best of Byzantine craftsmanship dur- 
ing the Macedonian Renaissance. 

D.A. 



Metalwork 

This magnificent, large chalice is decorated on the rim 
with an inscription written in blue enamel quoting the 
words spoken by the priest during the celebration of the 
eucharist in the Greek liturgy: +I1IETE ES AYTOT 
IIANT[EC] TOYT[0] M[OY] ECT[I] TO AIMA T[0] 
THC K[AI]NHC AIA0HKHC T[0] YIIEP YM[£>N] 
K[AI] nOAAQN EKXYNOM[ENON] EIC AOECIN 
AMAPT[IQN](IKeTe i\ ocutou •Kocvxzq- tout 6 [jlou kaxi to 
alfjLa, to ty)c xatvyjc Sta6*/)XY)<; to imsp u[jlcov xocl 7toXXc5v 
exxuvojisvov etc dyzaiv dptapTLoSv, "Drink all of this, 
this is my blood, that of the New Testament that was 
shed for you and for many for the remission of sins"). 
Circular enamels of four martyrs - Demetrius, Proco- 
pius, Theodore, and Akyndinus - are set on the straps 
that join the rim to the base of the sardonyx cup. On the 
base, four trapezoidal enamel panels depict SS Gregory 
Nazianzen, John Chrysostom, Ignatius (an ardent advocate 
of religious imagery, 847-58 and 867-77), who were all 
patriarchs of Constantinople, and Theophylactos, bishop of 
Nicomedia (ca. 800-845), who was deposed for his support 
of religious art. A medallion of Christ blessing and holding 
a book with a jeweled cover is set inside at the base of the 
sardonyx bowl (Pasini 1885-6, 55-6, pi. xxxv, no. 62). 
The four straps that support the chalice's bowl are deco- 
rated above and below the images of the martyrs with 
rosettes in medallions and Sasanian palmettes respect- 
ively. More rosettes of different design in roundels decorate 
the friezes above and below the bishop saints on the foot. 
Two v-shaped lines and a central dot fill the inter- 
stices between each roundel; they probably derive from 
the leaves that often act as filler ornament between the 
major motifs of manuscript border illuminations (Weitz- 
mann 1935, pis 10ff; Frantz 1934, 42-76). A single row of 
oval crystal cabochons decorates the underside of the 
chalice's sardonyx cup. Silver-gilt beaded borders, often 
flanking strands of pearls, frame all constituent parts of 
the chalice. 

The enamelwork is beautifully executed in a limited 
range of matte, saturated colors. Turquoise blue is used 
for the haloes and accents like the bindings of the books 
held by the bishop saints or the borders and v-shaped 
leaves between the roundels, rich blue for the figures' 
clothes, the eucharistic inscription, and some petals of 
the rosette roundels, terracotta red for the saints' inscrip- 
tions and for accents in the geometric roundels on the 
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books held by the bishops and in the martyrs' chlamydes. 
Black is used for the hair, the pupils of the eyes, and the 
eyebrows, and white provides a dominant accent through- 
out. Translucent colors like the emerald green are pri- 
marily reserved as accents, especially in the floral deco- 
ration and in some haloes. 

Grabar dated the chalice to the second quarter of the 
tenth century, primarily because of the presence of the 
bishop Theophylactos of Nicomedia, who is shown on 
the chalice as a young man. Grabar proposes that his 
youthful appearance depended not only on that of the 
patriarch Ignatius, a eunuch who was his ninth-century 
compatriot, but also as a direct reference to Theophy- 
lactos, the reigning patriarch of Constantinople from 
933-65 (Grabar 1964-5, 45-51). This Theophylactos was 
appointed patriarch by his father, the emperor Romanos 
I Lecapenos (919-44), at the young age of fourteen years. 
Grabar conjectures that St Theophylactos' youthful 
image on the chalice reflects the patriarch's young age 
when he had the chalice made in the early years of his 
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reign. In support of this hypothesis, Grabar relates the 
style of the chalice's enamel to that of Christ, the Virgin, 
and saints on the emperor Romanos' chalice (no. 11). 
Grabar's arguments are historically convincing, since 
Theophylactos or his father, Romanos I, built an oratory 
to St Theophylactos, bishop of Nicomedia, within the 
palace complex in Constantinople (Janin 1969, 246). In 
this oratory, the patriarch Theophylactos offered a meal 
to the emperor Constantine Porphyrogenetos (945-59) 
on the Feast of Orthodoxy, which is the first Sunday in 
Lent (Vogt 1935, 145). However, the style of the chal- 
ice's enamels differs distinctly from that of the Romanos 
chalice and argues against the association made by Gra- 
bar and for its dating to the late tenth or early eleventh 
century. The figures are realized in broad, flat planes, 
with large areas of bold colors in their draperies, in 
contrast to the more segmented treatment of the multi- 
colored robes of the Romanos chalice's figures. The 
paenula of St Ignatius, for example, is defined by a 
few widely and rhythmically spaced cloisons in contrast 
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to the much "busier" draperies of the Romanos chalice 
figures, where the folds are delineated by closely set cloi- 
sons that curve back on themselves to suggest the layer- 
ing effect of the folds of cloth over the body. 
The proportions of the figures also seem different on the 
two chalices. The patriarchs have broader shoulders 
than the figures of saints on the Romanos chalice. The 
faces similarly are more geometrically designed. The 
eyebrows jut out from the bridge of the nose, and eyes 
are distinctive in the setting of their large black pupils 
just beneath the upper lid, surrounded on three sides by 
the white of the eyes. Although this characteristic is 
found on the figures on the Romanos chalice (no. 1 1), its 
use on the Patriarchs' chalice is more abstract and may 
better be compared to its use in the figures on the book- 
cover with the standing Christ and Virgin orans, dated to 
the late tenth and early eleventh century (no. 14). 
The style of the enamels on the chalice of the Patriarchs 
may also be compared to that of a number of eleventh- 
century enameled medallions of busts of Christ and 
saints that were incorporated into the Pala d'Oro in 
Venice in the thirteenth century, although they were 
made later in the eleventh century (Hahnloser 1965 
(Volbach), nos 86, 100, 105-13, 120-2). These figures 
have similarly broad shoulders, carefully delineated eye- 
brows, the distinctive eyes and carefully drawn, abstract- 
ed hairlines and similarly shaped hands (fig. 16 c). The 
three military saints among this group of medallion 
images (fig. 16 d; Hahnloser 1965 (Volbach), nos 120-2) 
also display a love of brightly colored materials, accented 
with flat white enamel in their chlamyses similar to that of 
the military saints on the straps around the bowl of the 
sardonyx cup. Furthermore, the halo of the medallion 
of Christ (Hahnloser 1965 (Volbach), no. 86) is decorat- 
ed with small v-shaped "leaves" not unlike those be- 
tween the rosettes on the base of the Patriarchs' chalice. 
Finally, the rosette and acanthus decoration seems 
closest in its abstract simplicity to the decoration of bord- 
ers in late tenth or early eleventh-century manuscripts. 
The type of rosette is found earlier in such mid-tenth- 
century manuscripts as the Paris Psalter in the Biblio- 
theque Nationale in Paris (ms. gr. 139; Weitzmann 1935, 
pi. x). Its shape, however, is somewhat different, since 
the petals of the flower extend to the border of the roun- 
del in which it is inscribed. The chalice's rosettes display 
a more abstract form by being isolated within the flat 
white background. Furthermore, the leaf motifs be- 
tween the rosettes are severely reduced to a v-shaped 
ornament, a trait that seems more in keeping with a late 
tenth or early eleventh-century date than an early tenth- 
century one. The highly stylized Sasanian palmette on 
the strap supporting the chalice's cup resembles that 
found in a Gospel book also in the Bibliotheque Natio- 
nale in Paris (ms. gr. 64, fol. 63) on the horizontal axes of 
the frame of the evangelist portrait of St Luke (Omont 
1929, 46, pi. lxxxiv). 

Although the presence of St Theophylactos on the chal- 
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ice accords well with Grabar' s interpretation and dating 
of the chalice to the second quarter of the tenth cent- 
ury, St Theophylactos does appear in a few later illustra- 
tions. In the eleventh-century Exultet Roll in Bari, for 
example, a youthful St Theophylactos appears in a roun- 
del in the border of the manuscript, accompanied by a 
series of bishop saints including St John Chrysostom 
and St Gregory Nazianzen (Avery 1936, pi 5). The oratory 
of St Theophylactos is known to have been used well 
into the fourteenth century (Janin 1969, 246). Perhaps 
its decoration included images of iconodule patriarchs 
and bishops. Since the patriarch Theophylactos enter- 
tained there on the Feast of Orthodoxy during his reign, 
one might even consider that this chalice with its truly 
imperial proportions was commissioned for that chapel. 

M.E.F. 



17 

Sardonyx chalice with figural enamel 

Stonework: Byzantine, 10th century. Metalwork: Byzantine, late 10th -early 
11th century 

Sardonyx, silver-gilt, gold cloisonne enamel, pearls, glass. Height 205 mm, 
diam. 130 mm 

Tesoro, no. 68 (possibly listed in the 1325 inventory: in, no. 19?) 

This chalice is very like that of the Patriarchs (no. 16), 
although Cicognara, in his catalogue of the treasury 
drawn up in 1816-20, values it much lower, at 3000 lire; 
six of the eighteen enamel medallions were already mis- 
sing (Gallo 1967, 363-4, no. 7). Since then the sardonyx 
bowl has been broken and restored. The bowl has a con- 
cave bottom and is shallower than that of the chalice of 
the Patriarchs; it exhibits, however, the same quality of 
cutting. It can therefore be considered as a work of simi- 
lar origin, dating from the same period. 

D. A. 
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Metalwork 

Thirteen enameled medallions, framed by beaded bands 
and strands of large pearls, presently decorate the bowl 
and foot of this large sardonyx chalice. They depict busts 
of Christ, the Virgin, the archangels Gabriel and Michael, 
the apostles Peter, Paul, Thomas, and Philip, the evange- 
lists Luke and Matthew, and the saints Nicholas, bishop 
of Myra, and Sergius the martyr. Six enamels are mis- 
sing, four from the bands that link the base to the rim of 
the chalice and two from the base. The medallions are 
set between groups of cabochons arranged with four 
blue teardrop-shaped "petals" around a central larger 
canted square red glass cabochon. On the foot, the en- 
amels alternate with chains of blue teardrop and clear 
circular-shaped stones. Alternating square and circular 
cabochons decorate the silver-gilt support for the sard- 
onyx cup. They are made of glass and are set over blue and 
rose-colored metal foils in imitation of precious gems. 
Originally, strands of pearls or gems hung from the rings 
that are set beneath the groups of cabochons on the 
chalice's rim. The chalice is in relatively good condition, 
except for an old break in the sardonyx cup, although 
several of its enamels, cabochons and their bezels, and 
strands of pearls are missing. 

The chalice's figural program, the Glorification of the 
Virgin, is like that of several of the Byzantine chalices 
in the treasury of San Marco, including those of the 
emperor Romanos (nos 10, 11). The Virgin, her arms 
raised in prayer and flanked by the archangels Michael 
and Gabriel, would have been placed opposite Christ on 
the chalice's rim with the apostles and saints, arranged 
according to Byzantine hierarchy, filling the remaining 
medallions on the rim, body and foot (see no. 11). 
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Grabar (Hahnloser 1971, no. 49) tentatively dates the chal- 
ice to the eleventh century, a suggestion that is support- 
ed by the style of the enameled figures. While keep- 
ing within the tradition of tenth-century imagery like the 
figures on the Romanos chalices (nos 10, 11), the saints 
in this example are less majestically conceived, less pre- 
cise in their portrayal of the figure, and also less carefully 
executed (see detail). If one compares the figures of St 
Paul on this and on the Romanos chalice (no. 10), for 
example, even allowing for the difference in scale of the 
enamels, the design of the saint's bicolored robes is less 
interesting, the cloisons less boldly patterned. Although 
Paul's hands on this chalice conform to the long thin 
bony type of the tenth-century work, they lack that en- 
amel's fine articulation. The differences are not just due 
to less accomplished workmanship, but to a different 
conception of the figure. The rounder heads, smaller 
chins and eyes of the Virgin and archangels, for example, 
seem closer to such late tenth to early eleventh-century 
works as the miniatures in the Menologion of Basil n 
(Biblioteca Apostolica Vaticana, ms. gr. 1613;// Menolo- 
gio di Basilio II, Codices Vaticani Select^ VIII, 1947; see 
for example, pp. 106, 383 and above, nos 13, 14), than to 
the elongated, majestic images in such tenth-century 
works as the ivory of Constantine Porphyrogenetos in 
the Historical Museum in Moscow (Goldschmidt and 
Weitzmann 1934, 35-6, no. 35). 
This chalice is almost identical to another, less well pre- 
served, example in the San Marco treasury, which Gra- 
bar (Hahnloser 1971, no. 50) also dates tentatively to the 
eleventh century. Not only are they exactly the same 
size, but the style of the enamels is very close as well. 
Furthermore, the enamels on each are readily exchange- 
able, judging from the illustrations of both chalices in 
Pasini (1885-6, II, pis xxxvui, xlv). Despite some differ- 
ences between them (for example, the chalice in the 
exhibition has no rows of pearls around the upper band, 
but has them around the enamels on the bands joining 
the rim to the base), the use of identical patterns of gem- 
settings throughout suggests that the two chalices were 
made in the same workshop for a single commission (see 
Introduction, p. 111). 

M. E. F. 
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Alabaster paten with enamel of Christ 

Stonework: Byzantine, 10th -11th century. Metalwork: Byzantine, 11th 
century 

Alabaster, silver-gilt, gold cloisonne enamel, rock-crystal, pearls. Diam. 
340 mm, height 32mm 

Tesoro, no. 49 (listed in the 1325 inventory: vi, no. 14) 

The paten is constructed of a disk of alabaster that is 
beautifully carved with a recessed six-petaled flower (cf. 
no. 11). Its central enamel depicts a half-figure of Christ 
blessing and holding a richly jeweled Gospel book. Four 
small, surrounding plaques of enameled gold, rimmed 
with beaded bands, are inscribed with the words spoken 
by the Greek Orthodox priest during the celebration 
of the eucharist: AABETE OATETE TOYTO M[OY] 
ECTI TO C[QMA] (Xapere, (paysTS, touto jxou taxi to 
a£>|^a, "Take, eat, this is my body"). Alternating rectan- 
gular and oval rock-crystal cabochons, set over red and 
blue metal foils, are closely arranged between two bands 
of pearls (now mostly missing) on the silver-gilt border, 



which is approximately one-tenth of the diameter of the 
paten. Four rows of gold beading discretely define the 
rim's three decorative bands. The paten is supported by 
a silver-gilt, splayed circular foot joined by three hinged 
bands to a scalloped-edge skirting beneath the vessel's 
rim. It is similar in shape and decoration to an earlier, 
smaller agate paten with a central enamel of the Last 
Supper in the Stoclet Collection (fig. 18 a; Salles and 
Lion-Goldschmidt 1956, 144-8). 
The paten is distinguished by refined subtlety of design 
and excellence of manufacture. The proportioning of the 
central Christ to the surrounding inscription of this cent- 
ral medallion, to the six-petaled flower and it in turn to 
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the rim, with its elegantly ordered row of mutely glowing 
cabochons, is exceptionally beautiful. So, too, is the en- 
ameled image of Christ, not only in the technical excel- 
lence of its glowing colors, but also in the subtlety of its 
style. The paten has been attributed to the tenth century 
because of its resemblance to the enamels on the chalice 
ofRomanos (no. ll;Pasini 1885-6, no. 106; Wessel 1967, 
no. 21) but, more recently, its relationship to a larger 
medallion of Christ, incorporated in the Pala d'Oro dur- 
ing its thirteenth-century refurbishment, has prompt- 
ed certain scholars to date it in the eleventh century 
(Hahnloser 1965, // Tesoro, no. 86; Hahnloser 1971, no. 67). 
Their eleventh-century reattribution is supported by 
certain characteristics of style and coloration. The cloi- 
sons that articulate the draperies, for example, are more 
plentiful and nervous in their overall patterning than are 
those on the mid-tenth-century chalice of Romanos 
(no. 11). The elegant, mannered pose of Christ's bles- 
sing hands with their elongated, pliant fingers is more 
exaggerated than that of Christ on the Limburg an der 
Lahn reliquary, recalling the style of images of Christ in 
the second half of the eleventh and in the twelfth cen- 
tury, for example, the Christ of the Hungarian crown 
(1074-7; Deer 1966, passim, pis x-xi) or, in more exag- 
gerated form, that of Christ in the mosaics of Cefalu 
Cathedral in Sicily (1148; cf. Demus 1949, 11, pi. 1). 
The rich coloration of the enamel is similarly character- 
istic of this period. The emphasis on rich and varied, 
bright, matte colors like the turquoise, red, green and 
blue of the halo and the yellow of the jeweled bookcover 
seems stronger than in tenth-century works like the 
Romanos chalice (no. 11) or the reliquary of the True 
Cross at Limburg an der Lahn (Rauch 1955, 20040). Typi- 
cal also of the later coloristic taste is the placement of the 
inscription of Christ's name, I[HCOY]C X[PICTO]C, 
within flat white medallions bordered in green and red 
instead of written directly on the gold background. This 
increasing enjoyment of the juxtaposition of saturated 
bright colors seems to culminate in such twelfth-century 
enamels as the St Demetrius reliquary (fig. 18 b) and the 
cross with the crucified Christ in the Dumbarton Oaks 
Collection in Washington, D.c. (fig. 18 c; Grabar 1954 b, 
305-13; Ross 1965, nos 60, 62; EfFenberger 1983, fig. 6). 

M.E.R 
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Icon with full-length figure of St Michael 

Constantinopolitan, late 11th -early 12th century 

Silver-gilt, gold cloisonne enamel, stones. Height 460 mm, width 350 mm 

Tesoro, no. 6 (listed in the 1325 inventory: v, no. 8) 



The dazzling impressions that the rich treasures of Con- 
stantinople made on medieval visitors are perhaps no- 
where better suggested in surviving works than in the 
silver-gilt and enamel images of the archangel Michael 
in the San Marco treasury. Like the half-figure of St 
Michael in this exhibition (no. 12), the standing arch- 
angel is presumed to have come to Venice with the loot 
from the Fourth Crusade attack on Constantinople in 
1204. While the St Michael figures cannot be distin- 
guished in the abbreviated inventory of the thirteenth 
century, both seem to be included in the inventory of 
1325: Iconam cum Angelo Argenti laboratam ad opus 
levatum", and "Iconam cum Angelo, ad smaldum, orna- 
tam Auro" (Gallo 1967, 279 nos 7, 8). The first probably 
corresponds to the bust of Michael (no. 12), since it 
appears to describe the very high relief that characterizes 
that work. 

The repousse figure of Michael, identified by inscribed 
enamel roundels on either side of his nimbus, stands 
against a richly enameled background representing the 
garden of Paradise. His face and curly hair are entirely 
enameled. A pearl set in the hair suggests his diadem. 
Cicognara in 1816-20 (Gallo 1967, 378, no. 10) described 
the head of the archangel as formed from "a flesh- 
colored agate" ("un'agata color di came"). However, he 
was apparently deceived by the color and the translucid- 
ity of the enamel, and there is no reason to think the 
head was restored. Moreover, the technique employed 
can be compared to that on the icon of St Demetrius in 
Berlin of the twelfth century (fig. 19 a; Wessel 1967, no. 
55; Kotzsche 1973, 65, no. 2, pi. 3), where the head is in 
enameled gold relief. 

His cuirass is also richly decorated in cloisonne. The 
large nimbus with interlocking enamel circles and the 
large wings are gilt. Cicognara also noted that the 
archangel's wings were missing {"Mancano le all Gallo 
1967, 378, no. 10); they may, therefore, have been 
replaced after 1820, before, in any case, the publication 
by Pasini describing them in 1878. 
St Michael holds a fully three-dimensional orb in his left 
hand and a raised sword in his right. A joint to the outer 
frame is formed by strips of enamel in a repeating foliate 
pattern. In the frame above him are enamel roundels of 
St Peter, Christ, and St Menas. The corresponding ena- 
mels from the bottom of the frame are missing and have 
been replaced by gilt metal disks. In the framing side 
strips are oval medallions of paired enamel saints, identi- 
fied by inscriptions: the two Theodores, Demetrius and 



Nestor, Procopius and George, Eustace and Mercurius. 
Enamel plaques studded with gems are set between the 
figurative panels. A piece of modern velvet serves as a 
backing for the icon. 

While similar to the bust of St Michael in its combina- 
tion of precious enamel and silver-gilt repousse, it is clearly 
different in the density of its ornamentation. Individual 
cloisonne panels are much more intricate than the broad- 
er passages in the bust of St Michael, their profusion 
of gold wires creating elaborate patterns for enameling. 
As noted by Grabar, the decorative enamels of the frame 
are very close to those in the nimbus of Christ and of 
the Virgin in the icon of the Virgin Nicopeia in the San 
Marco treasury (Hahnloser 197 1, no. 15), assigned to the 
eleventh century. The facial type and the handling of the 
hair are quite close to the figure of Daniel of 1 102 on the 
Pala dVro (Hahnloser 1965, // Tesoro, pi. xxv). Deer has 
also noted a close affinity to the bust of St George on the 
upper Pala, a comparison that is equally valid for the full- 
length relief of St Michael on that monument, both of 
before 1209 (see Deer 1966, 104-5, no. 68, figs 126-7; 
Hahnloser 1965, pi. XLII). The similarity to the Daniel of 
1102 is close enough to suggest a proximate date for the 
St Michael. The enamels of the warrior saints Procopius 
and George are close in style to the St Demetrius of 1074-7 
on the Holy Crown of Hungary (Deer 1966, fig. 31). 
If there was once a back to this work, there is no longer 
any indication it had one. Consequently, unlike the bust 
of St Michael (no. 12), there is no evidence to suggest 
use of this piece as a bookcover, though Deer refers to it 
as one (Deer 1966, 104). Furthermore, while St Michael 
is presented in imperial array in the repousse and enamel 
bust, in this piece both his attire and his entourage of 
military saints point to the archangel's role as leader of 
the celestial army. In this way, the standing St Michael is 
more closely related than the bust to a number of later 
icons, such as the pair of icons of the archangels Michael 
and Gabriel, formerly in the Djumati monastery in 
Georgia, each of which had a silver repousse image of the 
archangel surrounded by saints in medallions. Enamels 
from the icon of Gabriel are now in the Metropolitan 
Museum of Art, New York (fig. 19c), the Musee de 
Cluny (fig. 19 d), and the National Museum of Fine Arts 
in Tbilisi. The delicate elaboration of the cuirass on the 
enamel roundel of St George in that series, dated to the 
twelfth century by Margaret Frazer, is in keeping with 
the figures of military saints on the San Marco icon 
(Frazer 1970, 240-51). 
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Deer relates the St Michael to the much smaller en- 
amel icon of St Theodore of Herakleia in the Hermitage 
(fig. 19b), which shares not only the elaborate milit- 
ary costume of St Michael's warrior saints, but also the 
horror vacui and orientalizing abstraction (Deer 1966, 
105, fig. 165). An inventory of the monastery of Rho- 
dosto of 1077 mentions a number of silver-gilt icons, 
including one of the leader of the heavenly host, St 
Michael (Sathas 1872, 47). In such examples as the sil- 
ver and enamel icon of St Demetrius in Berlin, the 
emphasis is clearly on the military character of the saint, 
who is shown in equestrian pose (Wessel 1967, 175-6, 
no. 55). The San Marco St Michael stands apart for the 



virtuosity of its overall enameled surface and its fine 
state of preservation. 

B.D.B. 



Bibliography: Durand 1860, 43-5, 79. Pasini 1885-6, 72-3 , no. 2, pi. II. Mo- 
linier 1888, 45-6, 78-9, no. 4. Schlumberger 1896-1905, I, 89. Molinier 
1902,49. Dalton 1911, 523, 922, fig. 306. Diehl 1926, 693-5, fig. 343. Gra- 
bar 1936, 15, fig. 46. Grabar 1958, 174-5. Muraro and Grabar 1963, 65- 
7. Deer 1966, 104-5, 109, 111, 162, pis 126, 134, 166. Gallo 1967, 89; 279, v, 
nos 7-8; 299, no. 69; 378, no. 10; pi. 39, fig. 68. Hahnloser 1971, 23-5, no. 16 
(Grabar), pis xvi-xviii. Grabar 1975, 21-2, no. 1. Weitzmann 1982, 15, 43. 
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Bookcover with Crucifixion and Anastasis 

Byzantine, 14th century 

Silver-gilt on wood, cloisonne and champleve enamel. Length 300 mm, 
width 220 mm 

Biblioteca Marciana, CI. Gr. i, 53 (possibly listed in the 1325 inventory: 
v, no. 12) 



Silver-gilt reliefs of Christ's Crucifixion and of his De- 
scent into Hell (Anastasis) decorate the central zones of 
the front and back covers of a Greek lectionary copied by 
a certain Sophronios at Ferrara, Italy, and completed on 
11 November 1439. Each panel is surrounded by images 
in silver-gilt relief of events from the lives of Christ and 
the Virgin. They alternate with panels decorated with 
enameled vermiculate patterns within which are set en- 
ameled medallions of the Prepared Throne (Hetimasia), 
prophets and saints. Reading clockwise from the top left 
on the front cover are the Annunciation, Michael the 
Archangel, the Nativity, St John Chrysostom, the Pre- 
sentation of Christ in the Temple, St Nicholas, the Rais- 
ing of Lazarus, the prophet Moses, the Transfiguration 
of Christ, the prophet Daniel, the Baptism of Christ, and 
St Basil; and on the back cover, the Entry into Jerusa- 
lem, the Prepared Throne, the Ascension of Christ, 
St George, the Pentecost, St Gregory Nazianzen, the 
Deposition of Christ from the Cross, St Demetrius, the 
Presentation of the Virgin in the Temple, the prophet 
David, the Dormition of the Virgin, King Solomon. The 
subject of each panel is identified by a Greek inscription. 
The bookcover is well preserved except for some batter- 
ing and consequent loss of enamel. Although it was not 
specifically described in the periodic inventories of the 
San Marco treasury, it may be one of a group of covers of 
enamel and silver-gilt listed in the inventories of 1325 (v, 
no. 12), 1589 (no. 18) and 1606 (no. 19; see Gallo 1967, 
279, 302, 308). The enamels are probably not in their orig- 
inal order. Given the Byzantine tradition of strict adher- 
ence to a hierarchy of saints (see Introduction, p. 110), it 
is likely that either the four prophets were grouped 
around the central image on one cover and the four 
Fathers of the Church around the other, or that the two 
prophets, with two of the Fathers below, flanked the 
Crucifixion and the Anastasis. The inscriptions on the 
prophets' scrolls refer to the central theme of salvation 
through Christ's Crucifixion and Resurrection, culminat- 
ing in the prepared throne of the Savior. 
Both the large central panels and the ancillary scenes on 
their integrated frames are beautifully executed in a 
sharply defined animated relief. The clutter of imagery 
in such scenes as the Nativity or the Resurrection of 
Lazarus only adds to its liveliness. The Late Byzantine 
artist's love of surface pattern is seen in the backgrounds 
of overall light-green enamel foliate patterns and in the 
pounced scrollwork and star patterns around Christ in 



the Anastasis. The juxtaposition of forceful relief and the 
smooth, yet colorful, surfaces of the enamel medallions 
on this frame is also found on other fourteenth-century 
icons like that of St John the Theologian at the Lavra 
monastery on Mount Athos (Grabar 1975, no. 33, fig. 71) 
and on the icon of Christ from St Nicholas at Vratsa in 
Bulgaria (Grabar 1975, no. 37, figs 112-3). Very similar 
also is the frame of an icon of the Virgin at Freising 
Cathedral in Germany, which bears an inscription refer- 
ring to a bishop of Thessaloniki in the first half of the 
thirteenth century, a date that makes this frame the ear- 
liest of its type. Grabar (1975, no. 16, fig. 39), however, 
tentatively suggests that parts of the frame including the 
enamels may be later. 

The type and style of the scenes in relief that are drawn 
from Christ and the Virgin's lives are mirrored in ano- 
ther fourteenth to fifteenth-century bookcover in the 
San Marco treasury (Hahnloser 1971, no. 39) and on con- 
temporary icon frames, like that of the Virgin Hodegetria 
of the Vatopedi monastery on Mount Athos (Grabar 
1975, no. 21, fig. 47) where many of the same scenes are 
depicted. Furthermore, on this icon the overall trefoil 
background design is executed in the same enamel 
technique as that used for the vermiculate ground 
around the medallions on the San Marco bookcover. 
Even the patterns of rinceauxmd strapwork on the three 
low relief silver strips that form the spine can be found 
on such icon frames as that of a mosaic icon of St Ann at 
the Vatopedi monastery on Mount Athos (Grabar 1975, 
no. 23, fig. 60). 

Finally, the program of the enamel decoration with the 
Hetimasia and archangels, prophets, and saints below is 
very similar to that of many contemporary icon frames, 
notably the icon in Freising, the enamels on the Lavra 
icon (Grabar 1975, no. 33, figs 71-2) and the fourteenth- 
century silver relief decoration on the frame of the earlier 
icon of the Angel of the Annunciation, in the picture- 
gallery at Ohrid in Yugoslavia (Grabar 197 5^ no. 10, figs 
26-9; Djuric 1961, 15-19, 96-7, pis xxx-xxxi). 

M.E.F. 
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Precious metalwork without enamel 
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Gilded and painted glass bowl 

Constantinopolitan, probably 10th century 

Glass, gilded and painted, silver-gilt, stones. Height 170 mm, diam. 
170 mm, overall width 330 mm 

Tesoro, no. 109 (listed in the 1325 inventory: V, no. 3) 

One of the most exquisite and extraordinary objects 
believed to have been part of the Venetian booty from 
Constantinople when the city was taken by the Crusad- 
ers in 1204 is this hemispherical glass vase with a broad 
flaring rim. Arabesques in gilt surround the seven 
medallions decorating the principal field of the vase. 
Mythological figures rendered in flesh tones with gilded 
head-bands, necklaces and other details occupy the 
medallions, each of which is enclosed by a border of 
rosettes painted in red, yellow, blue-gray and green. In 
the spandrels between the seven medallions are four- 



teen small medallions containing heads in profile ren- 
dered in flesh tones. The exterior of the rim is decorated 
with square panels of rosettes alternating with all-over 
designs based on the arabesque. Decorative pseudo- 
Kufic inscriptions are found around the interior of the 
rim and the exterior of the base. The vase is contained in 
a silver-gilt mount with scrolling handles, each with a 
blue gem in the center of the upper quadrilobe. Identifi- 
cations of the figures in the medallions have recently 
been suggested by Cutler (1974): the standing nude 
male figure bearing a staff with star and crescent motif 
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in his left hand, a second staff in the right hand and wear- 
ing a helmet portrays Mars Gradius. Continuing to the 
right, Dionysus, Polydectes, tentatively Hermes, tenta- 
tively Ajax brooding over the death of Achilles; then 
Herakles and a Roman augur are portrayed. 
Many scholars have thought that this vase was Antique, 
with the Kufic inscriptions added later (Hahnloser 1971, 
no. 83 (Grabar); Lamm 1929-30, 107-9). The current 
belief that the vase with its Kufic inscription as well as 
the silver-gilt mount is all of the same period and all 
Byzantine was first proposed by Molinier. Ever since the 
original comparison by Rosenberg, scholars have con- 
curred that the fourth-century Constantinian gold-glass 
bowl from Mungersdorf, now in Cologne (figs 21 a, 21 b), 
is the type of glass bowl which provided the model for 
the design of this piece. The differences between the 
Late Antique model and this product of the Macedonian 
Renaissance have been succinctly pointed out by Cutler. 
The heads of the four small medallions on the Constan- 
tinian bowl are recognizable full-face portraits of the four 
sons of Constantine, whereas the heads in the small 
medallions on the San Marco vase defy specific identifi- 
cation. The Old Testament scenes in the large medal- 
lions of the fourth-century vase follow a narrative se- 
quence, whereas the images of the larger medallions on 
the San Marco vase seem to derive from a number of 
unrelated models. As a consequence, a misunderstanding 
of these models and a corresponding lack of emotion are 
evident (Cutler 1974, 241). 

Images of this type are frequently found on Byzantine 
ivory caskets of the tenth and eleventh centuries. Beck- 
with compared the images from Classical mythology 
framed by rosettes and masks on the Veroli casket 
(fig. 21 c) in the Victoria and Albert Museum to the large 
medallions on this piece and noted that the exaggerated 
pleats and sharp points of fluttering hems on the drap- 
eries are characteristic of Middle Byzantine art. Grabar 
has shown that the vase is characteristic of the Macedo- 
nian Renaissance, with its revival of the Antique and its 
imitation of Kufic script, and placed the piece in the 
tenth to eleventh century (Grabar 1971a, 124-5). Most 
recently, Cutler (1974, 237-8) has argued for a mid- 
tenth-century date for the vase, on the basis of the style 
and epigraphy and has shown that the representations 
are based on Antique gems. He has suggested that the 
vase may have been a "whimsical commission" of Con- 
stantine vn Porphyrogenetos, known to have been an 
avid collector of gems and inscriptions. 
The fine painted and gilded decoration of this vase was 
applied after the glass had been fired and was secured to 
the glass surface by a second firing at a lower tempera- 
ture. A number of technically related works have recently 
been described and catalogued by Grabar: a flask from 
Corinth, one from Cyprus, one from Novogrudok, one of 
unknown provenance in the Corning Museum of Glass, 
and a drinking glass and four other pieces discovered at 
Novogrudok in 1958. Of the latter, two and fragments of 
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a third are vases comparable in shape to the San Marco 
vase (Grabar 1971 a, 97-104). Yet the closest parallel not- 
ed by Grabar is the flask from Dvina, the medieval capi- 
tal of Armenia. The color and the eight-petaled yellow, 
green, and red rosettes on the shoulders are comparable 
(Grabar 1971a, 96; Djanpoladian 1955, 120-4). Grabar 
notes that the two pieces come, if not from the same atelier, 
from two related ateliers. 

Some of the other related pieces are similar to Islamic 
examples, but Grabar notes nuances by which they can 
be differentiated (Grabar 1971a, 155) and stresses the 
fact that the similarity in technique and design which 
unites the pieces as a group are those described by the 
approximately contemporary monk Theophilus (Grabar 
1971 a, 119). According to Grabar, the fact that the relat- 
ed pieces have been found throughout the Byzantine 
empire suggests a common origin, probably Constanti- 
nople. It is more prudent to label them more generally as 
products of the Byzantine empire. However, this particular 



piece, because of its iconography, is considered a prod 
uct of the capital of the empire. 

1/ D D 



K. R.B. 
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Hexagonal rock-crystal vessel 

Rock-crystal: Byzantine, 10th -11th century. Foot: 'Abbasid, 9th -10th 
century 

Rock-crystal, silver-gilt, glass. Height 195 mm, diam. 100 mm 
Tesoro, no. 73 

The vessel is described in the 1571 inventory of the trea- 
sury of San Marco as "Un gotto [a goblet] de pezzi de Cri- 
stallo col piede de Cristallo" (Gallo 1967, 300, no. 87). 
Less clear in the 1733 inventory, it is possibly to be iden- 
tified with the following vessel, listed among the rock- 
crystal objects: "Un vaso adornato di geme e fornimenti 
d'argento" (Gallo 1967, 353, no. 125). Cicognara, in his 
catalogue of 1816-20, where it is valued at 100 lire, is 
uncertain as to its use, calling it a "calice o bicchiere" 
(Gallo 1967, 371, no. 4). 

The object, which does not appear to have been intend- 
ed for any liturgical purpose, was made by combining 
two ill-assorted pieces of different origin - the vessel, 
and its foot. The earliest element is undoubtedly the 
round foot, cut from one piece of rock-crystal; from the 
top downwards this comprises a ring of three mouldings, 
a shaft ornamented with vertical grooves, another 
moulded ring, and a base of which the relief decoration, 
well arranged, comprises a frieze of eight half-palmettes 
of three leaves; the edge of the foot is vertical. The concave 
underside of the base is encircled by a large flat rim. 
Both the form of the foot and its decoration make it unli- 
kely that this object is either an Antique pieCe re-used or 
Byzantine work, although they display a certain classicism. 
Furthermore, among the many surviving Fatimid rock- 
crystal vessels there are none with a foot of this type. The 
presence of the half-palmettes nevertheless suggests 
that an Oriental origin should be sought. It is possible 
that this is an object produced in the tradition of Sasanian 
craftsmen but in the ninth and tenth centuries, the time 
of the 'Abbasid caliphs, in Iran or Iraq. In the spirit of its 
decoration this piece is not very far from two rock-crystal 
bowls in the treasury of San Marco which are carved in 
relief with a continuous frieze of scrolls (no. 30, fig. 30 a). 
The foot must have been part of a vessel which became 
broken. The present mount, thought up to make use of 
the foot because of the beauty of its material and work- 
manship, has joined to it a goblet-like vessel, which was 
certainly not made to go with the foot but was also 
already in existence. The junction with the crystal base 
was made by means of a silver-gilt ring soldered to the 
vessel and holding the crystal. The silver vessel, gilded 
outside and inside, with a flat circular interior base, has a 
double wall into which six flat rock-crystal plates have 
been inserted. The exterior of the mount is decorated all 
over with lozenge-shapes containing red glass, punctuat- 
ed by roundels filled with blue glass. The lozenges en- 
close a gold ring or two concentric gold rings. In many 



cases the glass has been lost. On the basis of this decora- 
tion the object can be attributed to a tenth or eleventh- 
century Byzantine craftsman. His aim was probably 
to imitate the gems often enhancing precious metal- 
work and frequently placed in a similar fashion (e.g. 
no. 17). Grabar has also produced examples of Byzan- 
tine architectural decoration of this date where inlays 
have been used to create a similar design (Hahnloser 
1971, pi. lxxxviii). On a rock-crystal chalice with a 
Byzantine mount in San Marco, of the same period (fig. 
43 j; Hahnloser 1971, no. 64, pi. lvi), the horizontal part 
of the silver-gilt rim, which has little empty holes all the 
way round, was probably decorated in the same way as 
the hexagonal vessel. The latter can also be compared 
with a contemporary Byzantine steatite paten in the trea- 
sury, which has a border displaying alternate oval and 
rectangular cavities intended to take polychrome glass, 
also lost. They are separated by little circular inlays of 
mother-of-pearl (Hahnloser 1971, no. 69, pi. lix). 
It is hardly possible to establish when and where the ves- 
sel and its foot came together. The same method of using 
a metal framework, as Molinier noted, is found on at 
least two other contemporary Byzantine objects: an 
octagonal vessel in San Marco made from plates of sard- 
onyx held in place by a silver-gilt mount (Hahnloser 1971, 
no. 87, pi. lxx), and a reliquary in the form of a lan- 
tern, also decorated with small disks, in the church of 
Beaulieu (Correze), where the framework held parchment 
(fig. 22a; exh. cat. Tresors des eglises de France, 1965, no. 
390, pi. 84). The technique would not, then, appear uncom- 
mon. However, as far as the "goblet" is concerned, its 
manufacture from rock-crystal plates of modest size, like 
the re-use of the rock-crystal foot, if it took place in 
Byzantium, would tend to confirm the scarcity of this 
material there (cf. no. 8). The same desire to make the 
best possible use of a rare piece of stone in the West 
at this time can be seen on two tenth-century Spanish 
caskets made from pieces of sardonyx held in a gold 
framework. These are the "Caja de las Agatas" in the 
cathedral treasury at Oviedo (Palol and Hirmer 1967, 
pi. x) and the casket from San Isidoro Leon (Madrid, 
Archaeological Museum). 

D.A. 
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Chalice of Sisinnios 

Stonework: 1st- 2nd century (?). Mount: Constantinopolitan, around 960 
Agate, silver-gilt. Height 110 mm, diam. 90 mm 

Tesoro, no. 83 



It would seem just possible to recognize this chalice from 
a description in the 1571 inventory of the treasury: "Un 
gotto [goblet] d'Agata con manichi et piede d'Arzento" 
(Gallo 1967, 300, no. 91). In 1733 it is probably to be 
identified as "Un vasetto di nicolo orientale con manichi et 
piede dorato" (Gallo 1967, 351, no. 51). In Cicognara's 
catalogue of 1816-20, it has become a "tazza o bicchiere", 
valued at 600 lire (Gallo 1967, 368, no. 33). 
The dark agate vessel is of the same colour throughout 
except for a large white spot. It has a large horizontal 
crack. It is fairly thin-walled, with a regular contour, a 
concave bottom and a small base; the underside is also 
concave. 

From an inscription on the mount it is known that the 
object was mounted for the patrician Sisinnios, doubt- 
less during the reign of the emperor Romanos II (959- 
63). One hesitates to attribute the stonework to the same 
period, however, given the abnormal appearance of the 
chalice: that of a goblet with almost vertical sides. Byzan- 
tine chalices are generally hemispherical (cf. no. 16). Of 
those in San Marco only one other, in sardonyx, has a 
deep bowl of similar size, but this is more flared (Hahn- 
loser 1971, no. 51, pi. L). When Byzantine chalices were 
given hardstone bowls of contemporary workmanship, 
these do not have a base, the foot being provided by the 
mount which encloses the lower part of the bowl. The 
hypothesis that Sisinnios had an existing secular vessel 
mounted as a chalice cannot therefore be dismissed. 
The presence of the base as well as the thinness of the 
walls suggests that the bowl is a work of Classical Antiqui- 
ty, the more so since the craftsmen of Antiquity made 
tall, narrow vessels with almost vertical sides, like three 
sardonyx vessels in the Pitti Palace, one without handles 
(fig. 23 a; Heikamp 1974, no. 5, fig. 18), the others with 
two (fig. lOf; Heikamp 1974, no. 6, fig. 23; no. 7, fig. 20). 
The chalice of Sisinnios could be the lower part of a ves- 
sel of this type, the upper part of which had been 
damaged. The same profile can be found in a sard- 
onyx vessel seven centimetres tall, mounted as a flask, in 
the cathedral treasury at Osnabriick (fig. 23 b; Wentzel 
1972, 9, fig. 7). 

D. A. 




Metalwork 



A light silver mount has been fitted to the chalcedony 
vessel: the rim has a lower scalloped border of leaves 
(cf. no. 24) above which is the inscription: 

+ XPICTOC AIAQCIN AIMA TO ZQHN <X>EPON 
(Xp&CTTo$ SLScocnv al[xa to ^wfjv (pepov, "Christ gives 
his blood, which brings life"). The part of the mount en- 
closing the foot of the hardstone vessel bears a second in- 
scription, which gives the name of the donor: +K[YPI]E 
BOH0EI CICINNIQ II[A]TPIKIQ K[AI] rENIKQ 
AOrO0ET[H] (Kupte (3oY)6a Etatwlto TCaTpLxlw *al 
Y£vlxc5 XoyoOeiry), "Lord, help Sisinnios, patrician and 
Grand Logothete")- As the second inscription lacks ac- 
cents, it is possible, as Grabar has suggested, that those 
on the upper part were added later. 
The two metal bands on which the inscriptions were 
engraved are linked to each other by two large handles 
attached by hinges. Just above the bottom of each 
handle a scrolled half-palmette marks an angle, above 
which a long outward curve is interrupted by a small 
knop of three mouldings. The inward curve of each 
handle towards the top is punctuated by a small leaf 
curving outwards, and an upright ring, before ending in a 
beautiful five-petalled palmette-flower. Flowers of the 
same type as this finial are stamped on the back of the 
panel with the half-figure of St Michael (no. 12). Their 
orientalizing design can be found again, at a later date, in 
the openwork motifs on the domes of a silver perfume- 
burner in San Marco (no. 33). 

Although the handles of the chalice of Sisinnios can be 
compared with those of other tenth and eleventh- 
century Byzantine chalices, like that of St Sophia in Nov- 
gorod (Hahnloser 1971, pi. lxxxvii) or - in San Marco - 
those of cut-glass (Hahnloser 1971, no. 63, pi. lvi), of 
glass with disks (Hahnloser 1971, no. 65, pi. lvi) and of 
glass painted with mythological scenes (no. 21), they reveal 
a refinement and originality rarely attained. Supreme- 
ly elegant, they admirably set off the almost recti- 
linear profile of the hardstone vessel by the contrast of 
their play of curves. 

Ross has identified the donor, Sisinnios, with the person 
of that name who was eparch of Constantinople and 
whom the emperor Romanos II, in the last years of his reign 
(959-63), made patrician and Grand Logothete (the chief 
treasury official of the empire). As Sisinnios is unlikely 
to have kept the title of Grand Logothete in the reign of 
Romanos n's successor Nikephoros Phokas (963-9), the 
mount of the chalice can therefore be dated with relative 
precision to about 960-3, reinforcing the impression of 
beauty and refinement displayed by works from the 
reign of Romanos n (cf. nos 10, 11). 

D.G.C 

Bibliography: Pasini 1885-6, 59, pi. xlii, fig. 85. Molinier 1888, 92, 
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24 



Glass hanging-lamp 

Byzantine, 11th century 

Glass, silver-gilt. Height 80 mm, diam. 270 mm 
Tesoro, no. 67 

The thick, colorless, transparent glass bowl has a very 
low foot and broad flaring sides decorated around the 
exterior with cut disks and conical bosses in relief, 
arranged in roughly two registers. Nearest the foot are 
eight circular disks, each with a conical boss in the 
center. Above and between these are eight plain disks 
with eight pairs of cones between them. The silver-gilt 
mount bears a votive inscription in Greek: +ATIE 
IIANTEAEHMON BOH0EI / TO GO. AOYAQ ZA- 

xapia APXiEniCKonn tq ibhpi amhncAy^ 

XavTsXevipLOv, f)oy)Qzi tw aw SouXw Za^ocpta ap^LS-Tua- 
xotto) tw "Ifivipi. "Ajjltjv, "Saint Pantaleimon, protect 
thy servant Zacharias, Archbishop of Iberia, Amen". 
Iberia was the name by which the Greeks and Romans 
referred to Georgia.) The mount is fitted with three 



silver-gilt loops which are soldered to its rim at three equi- 
distant points for the suspension of the bowl as a lamp. 
Such votive inscriptions were extremely popular in both 
the Early Christian and Byzantine periods on jewelry. 
Between the ninth and fourteenth centuries, rings with 
such invocational prayers were commonly worn by high 
officials of the Byzantine court (e.g. New York, Metropol- 
itan Museum of Art, acc. no. 1982. 282). 
As was noted long ago by Dalton and by Lamm, Paul the 
Silentiary in his sixth-century description of St Sophia 
noted the resemblance in shape of some of the lamps in 
the church to balance-pans on scales. These had a single 
central light. Although no examples of such lamps from 
this early period have come down to us, tenth to 
eleventh-century Byzantine manuscript illuminations, 
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which are known to reiterate Early Christian manu- 
scripts, provide evidence for the existence of the type in 
both periods (Ross 1965, no. 103; Ross 1957, 59-60). 
As noted by Grabar (Hahnloser 1971, no. 79), the disk 
pattern of the glass is found on several other pieces in 
the treasury of San Marco (fig. 24a); one of these 
(Hahnloser 1971, no. 80) is also thought to have been 
used as a lamp, since it is the same shape as this piece 
and obviously had a metal mount around the upper 
edge. Although the design is exactly the same, the piece 
is broader and not so deep, and thus was never the mate 
to ours. Another bowl (Hahnloser 1971, no. 81), a vase 
(fig. 24 a; Hahnloser 1971, no. 79) and two chalices (figs 
24b, c; Hahnloser 1971, nos 58, 65), all have related 
designs. Several of the pieces in this group have silver- 
gilt mounts which are related to those of the painted vase 
(no. 21) and to those of the chalcedony chalice of Sisin- 
nios (no. 23). Sisinnios was a dignitary associated with 
the court of Romanos n (959-63). Consequently, the group 
is usually attributed to the tenth - eleventh century. The 
mount on our lamp is particularly close to that on the chal- 
ice of Sisinnios, and since there seems to be no real reason 
to doubt that the glass and mount are contemporary, this 
would argue for a Constantinopolitan, tenth -eleventh 
century attribution for the piece. 
This traditional attribution was recently challenged by 
von Saldern (1969, 124-32), who notes several examples 
of glass with the disk pattern from Ctesiphon/Kish and 
from north-western Iran and argues that the pieces from 
the San Marco treasury are also Sasanian. The ninth- 
century Islamic turquoise glass paste bowl (no. 29), 
which is similar in shape to this lamp, serves to remind 
one of the popularity of the form in Persian as well 
as Byzantine art. The important fact to recognize 
is that both the form and the pattern exist in both 
cultures. 

Andre Grabar, who has examined and published the 
pieces from the San Marco treasury most recently, has 
noted that, in general, both the Sasanian and Byzantine 
glass is patterned after Roman prototypes. He notes that 
disks in relief are the exception but must have been 
inspired by Roman pieces with concave disks. Glass with 
disks in relief seems to have appeared earlier in Sasanian 
art than in Byzantine art, but, as Grabar notes, the 
Byzantine artisans imitated Iranian as well as Roman 
models. Each of the pieces in the group from the San 
Marco treasury shows a different disposition of the disks, 
and no piece has an exact parallel among the Iranian 
pieces. Grabar has shown that parallels for some of the 
specific motifs of this glass can be found in other media 
in Byzantine art, and he concludes that the glass with 
disks could have been made in Constantinople after 
Roman or Oriental models. He also notes that von Sal- 
dern pointed out differences between the glass found in 
Iran and that of the San Marco treasury: the latter are 
transparent, while the Sasanian pieces are opaque, and 
the San Marco pieces are drawn out or thinner at the rim 
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in comparison to the body of the piece, while the Sasa- 
nian examples are thicker at the rim. 
Grabar proposes that this particular piece was probably 
already in Constantinople where it was made into a lamp 
in the eleventh century. He notes that its mount has 
everything in common with Constantinopolitan mounts 
of the eleventh - twelfth century, as can be proven by the 
mounts of several Byzantine vases of the San Marco trea- 
sury. He points out that there is nothing to indicate that 
the object was brought or sent from Georgia to the capi- 
tal, or that it was offered to a church in that region and 
concludes that Zacharias must have offered the bowl- 
lamp to a Constantinopolitan sanctuary. 

K.R.B. 



Bibliography: Pasini 1885-6, 75, no. 1, pi. Liv, fig. 125. Molinier 1888, 98, 
no. 114. Lamm 1929-30, 146 (with bibliography), pi. 52. Gallo 1967, 374, 
no. 22. Philippe 1970, 135-6, fig. 74. Hahnloser 1971, 75-6, no. 78 (Gra- 
bar), pi. lxiii. Grabar 1971a, 107-9, 111-2, 115-6, 123-4, no. 13, fig. 19. 
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Alabaster paten with invocation 

Constantinopolitan, 10th -11th century 

Alabaster, silver-gilt, rock-crystal, pearls. Height 45 mm, diam. 230 mm 
Tesoro, no. 63 

Pilgrims visiting St Sophia in Constantinople for the first 
time were invariably overwhelmed by its opulent splen- 
dor. From some of their descriptions of the church- 
furnishings, Ebersolt has felt it possible to suggest that this 
particular alabaster paten was once in this world-famous 
sanctuary. It is thought to have come to the basilica of 
San Marco as part of the spoils of the Fourth Crusade in 
1204, but it is not identifiable in the earliest inventories. 
Beyond question, the paten reflects characteristics asso- 
ciated with goldsmith work of the Macedonian Renais- 
sance in Constantinople. Even the vessel itself, which 
reiterates a late Roman form, is indicative of the tenth - 
eleventh centuries, when vessels, especially in glass and 
semi-precious stone, were fashioned after Antique 
forms. That alabaster was also a popular material of the 
period is evident from the eleventh-century Constantino- 



politan alabaster paten with an enamel bust of Christ in 
the center and a Greek inscription rendering the words 
pronounced by the priest during the celebration of the 
eucharist (no. 18). The border around the rim of this 
second alabaster paten presents the same rich decoration 
as does the paten under discussion. Both have cabo- 
chons of rock-crystal between strings of tiny pearls. 
A similar horizontal border around the rim is found on 
the tenth to eleventh-century Constantinopolitan glass 
paten which is cut in a beehive pattern (no. 26). It, too, 
has large, evenly spaced cabochons with strings of tiny 
pearls forming the borders. However, on the glass paten 
oval cabochons alternate with rectangular ones whereas 
on the present alabaster paten all of the cabochons are 
oval and more of the pearls are missing. In general con- 
cept, also, these two patens are similar. Both have a foot 
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with beaded borders, and on both the foot is connected 
to the border of the rim by four silver-gilt bands. However, 
the foot of the alabaster paten is set with oval cabochons, 
whereas that of the glass paten is plain. Furthermore, the 
bands of this alabaster paten are inscribed, as noted 
above. (For a more extensive discussion of Constantino- 
politan mounts of the tenth - eleventh centuries, see 
no. 26.) Finally, the four silver bands uniting the border 
and the foot of the paten each carry the inscription: 
0EOTOK[E] MAPHA BOH0H BACIAEIC (@zox6xz 
Mapla, floret p olgiK si $,"Mary, Mother of God, please 
help the emperors [rulers]"). 

Ebersolt has proposed that the Greek inscription invok- 
ing the help of the Mother of God on behalf of "the 
emperors or rulers" in the plural may refer to an imperial 
couple, or to Constantine vil and Romanos I or possibly 
to the latter with his sons, who were crowned during the 
reign of their father. 

K. R.B. 



Bibliography: Pasini 1885-6, 64, no. 2, pi. XLix, fig. 108. Molinier 1888, 
95, no. 96. Ebersolt 1923, 65-6. Hahnloser 1971, 72, no. 68 (Grabar), pi. 
lx (top). 
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Glass bowl (paten?) with honeycomb pattern 



Constantinopolitan, 10th- 11th century 

Glass, silver-gilt, stones, pearls. Height 60 mm, diam. 170 mm 

Tesoro, no. 93 (one of three glass patens in the 1325 inventory: ill, nos 
14-16, perhaps the "platinam vitream viridem") 



Contiguous polygonal units form the all-over pattern of 
this shallow, cut greenish glass vessel. The design has 
been aptly compared to that of a beehive. On the broad 
horizontal silver-gilt border around the rim, large oval 
cabochons alternate with rectangular ones. The cabo- 
chons are spaced at regular intervals and contained 
in sturdy settings. According to Pasini's inventory of 
1885-6 one stone is missing. Tiny pearls strung on fine 
gold wire form the parallel borders of the mount. Some 
of the pearls are missing. A silver-gilt band with beaded 
borders forms the foot. The latter is connected to the 
border around the rim by four silver-gilt bands, each 
with a flat disk in the middle and beaded borders. 
Grabar (Hahnloser 1971, no. 72) noted that both the date 
and the use of this object as a paten - a plate used for the 
bread or Host in the celebration of the eucharist - are 
uncertain. Indeed, the dimensions as well as the ma- 
terials are unusual for a paten, which is usually flatter 
and made of precious metal. Although Braun considered 
the piece a Waschschussel (basin or gemellion), it has 
usually been called a paten. Lamm thought the glass was 
sixth-century with medieval Byzantine mounts. He com- 
pared this glass to that of an earlier paten in light-blue glass, 
which also has a section cut in the same beehive pattern. 
However, as Grabar has noted (Hahnloser 1971, 16-7), 
one of the manifestations of the Macedonian Renais- 
sance was the imitation of Antique glass and vases in 
semi-precious stone. Whereas such pieces have fre- 
quently been referred to as Classical or Late Antique, 
their mounts have usually been considered Byzantine 
and are now recognized as Constantinopolitan workman- 
ship of the tenth -eleventh centuries. Grabar argues 
convincingly that the vessels are also of this period, not- 
ing that it is unlikely that several Antique vessels of 
identical workmanship would have been preserved 
intact in tenth to eleventh-century Constantinople and 
that one would have felt a necessity to transform them 
into eucharistic vessels. 

The mounts of this vessel are definitely Constantinopol- 
itan work of the Macedonian period. Comparable oval 
and rectangular settings between parallel bands of tiny 
pearls form the border of the Constantinopolitan tenth- 
century bookcover with enamel plaques in this exhibi- 
tion (no. 14). Although the settings are all oval, the decor- 
ative bands around the rims of two alabaster patens 
from tenth to eleventh-century Constantinople are also 
similar (cf. nos 18, 25). As noted by Grabar, the band 
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encircling the top of the foot of a number of Constantino- 
politan chalices of the tenth century is decorated in like 
manner, but silver-gilt beads replace pearls (Hahn- 
loser 1971, no. 82). Similar mounts also exist on a tenth- 
century ivory lamp and on an alabaster cup of the tenth - 
eleventh century, but on both of the latter, silver-gilt 
beads or grains replace the pearls (Hahnloser 1971, nos 
82, 86). Borders of tiny pearls continued to be popular in 
Byzantine metalwork, as can be seen for example by 
those surrounding the enamel medallions on two 
eleventh-century (?) chalices, one in this exhibition 
(no. 17; Hahnloser 1971, no. 50), and by those which orig- 
inally almost invariably surrounded the gold and ena- 
mel Russo-Byzantine kolty of the eleventh - twelfth cen- 
turies (Brown 1980). 

That the border of this particular paten is a revival of an 
early Constantinopolitan form is evident when one 
recalls the hoops of the pair of bracelets in the Metropol- 
itan Museum of Art, New York, on which pearl borders 
frame sapphires in oval mounts alternating with pairs 
of box-settings originally filled with emerald plasma 
(fig. 26a; acc. no. 17.190. 1670-71; exh. cat. Age of Spirit- 
uality, 1977-8, no. 300). 

K.R.B. 
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Glass bowl (paten?) with handle 

Glass: Byzantine (probably Constantinopolitan), 10th -11th century. Metal- 
work: later 

Glass, silver-gilt, stones, pearls. Height 80mm, diam. 205mm 
Tesoro, no. 97 

The thick transparent glass vessel decorated with cut 
concave circles takes its place among the Byzantine glass 
of the tenth to eleventh centuries which is believed to 
have been brought from Constantinople to the basilica 
of San Marco as a result of the Crusade of 1204. The lat- 
ter provided San Marco with the largest extant collection 
of medieval Byzantine glass. However, unlike the major- 
ity of this glass, the silver-gilt mounts of this particular 
piece are most probably not of contemporary manufacture, 
but rather later. The broad horizontal borders around 
the rim, the foot and the handle are set with a profusion 
of garnets, emerald root, balas rubies (rose-colored), 
amethysts and pearls, all of which are contained within 
beaded borders. Many of the stones are irregular in 
form. According to Pasini's inventories of 1885-6, three 
stones were missing from the foot and three from the 
handle. The borders around the rim and the foot are con- 
nected by six silver-gilt bands, and at the juncture of the 
handle to the rim is a small figure of a bird of prey. 
Excluding the handle, the general concept of the mounts 
of this piece is similar to those of a paten(?) of Constanti- 
nopolitan workmanship of the tenth - eleventh century 
(no. 26). Both have a broad horizontal silver-gilt border 
around the rim, set with cabochons, and a similar band 
forming the foot, and both have an even number of 
silver-gilt bands connecting the border of the rim to the 
foot. Although on no. 26 tiny pearls replace the silver- 
gilt beads forming the borders of the rim, the beads of 
the borders of the foot on both pieces are of silver-gilt. 
Such borders of silver-gilt beads were favored by Byzan- 
tine goldsmiths of the tenth - eleventh century (for a 
discussion of Constantinopolitan mounts of this period 
see no. 26). Nevertheless, the irregular shapes of the 
cabochons, as well as the lack of symmetry and regu- 
larity of design and the lack of regard for space which 
characterize their placement on the mounts, set the 
mounts of this piece apart from other mounts of the 
Macedonian Renaissance and from other purely Byzan- 
tine mounts. They are inspired by Byzantine examples 
of the tenth - eleventh centuries but lack the elegance 
of simplicity and clarity of design. For these reasons 
they can best be described, as was suggested by Grabar, 
as "post or para-Byzantine" (Grabar 1971a, 111). 
With the exception of Braun, who thought this piece was 
used as an aquamanile, most scholars have considered it 
a paten. Lamm suggested that it was probably used for 
the distribution of bread after the Mass. He compared it 
to one which, prior to its destruction in 1793, had been in 



the cathedral of Beauvais. Although it was of rock-crystal, 
it was decorated with similar cut concave circles. On its 
silver-gilt mount, adjacent to the figural decoration, was 
a Greek inscription referring to the communion. Ac- 
cording to Lamm, this destroyed paten was used for the 
preservation or storing of the Holy Wafer. It had been 
donated to the cathedral by Bishop Philippe de Dreux, 
who had acquired it from the Abbot of Corbie in 1217. 
The latter presumably acquired it with the booty of Con- 
stantinople. Lamm's comparison would seem to lend 
credence to the generally accepted view that the San 
Marco piece was used as a paten. 

K.R.B. 

Bibliography: Pasini 1885-6, 64-5, no. 8, pi. xlix, no. 107. Molinier 1888, 
95, no. 95. Schlumberger 1900, 501. Peirce and Tyler 1926, 44, pi. 
64. Lamm 1929-30, 148, no. 3, pi. 53, 3. Braun 1932, 543, figs 425- 
6. Gallo 1967, pi. 38, fig. 66. Philippe 1970, 138, fig. 75. Grabar 1971a, 
111, no. 18, fig. 23. Hahnloser 1971, 73, no. 73 (Grabar), pi. LXI. 
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Reliquary-casket of Trebizond 

Trebizond, late 14th- 15th century 

Silver-gilt, niello. Length 280 mm, width 140 mm, depth 90 mm 
Tesoro, no. 133 (listed in the 1634 inventory: no. 15) 



The figurative decoration of this small rectangular reli- 
quary-casket is restricted to the cover, where the 
enthroned and cross-nimbed Christ is shown at the cen- 
ter in repousse (?) and chiseled relief. Flanking Christ are 
the similarly worked figures of the four martyrs of Trebi- 
zond, the Greek-Byzantine city on the south-eastern 
shore of the Black Sea. The martyrs - Aquila, Eugenius, 
Valerian, and Canidius - are nimbed yet bare-headed. 
They turn to face Christ, to whom they outstretch their 
hands in supplication. Engraved and nielloed Greek 
identifying inscriptions appear in the background near 
each head. 



Christ holds a crown in each of his extended hands; two 
more crowns rest on the high arcaded base beneath the 
throne. The series of five figures is framed by an arcade 
also worked in relief. The arches rest on six foliate capi- 
tals and six knotted, double rope-twist colonnettes 
which spring from half-palmette bases. Full palmettes 
are centered in the spaces between the arches above the 
capitals. The entire composition, together with the bord- 
er, is worked in one piece of silver. The border is com- 
posed of rope-twists flanking a recessed band with 
widely spaced small rings, which probably once secured 
a cord of tiny pearls in a manner similar to the pearled 
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decoration of several Middle Byzantine bookcovers and 
chalices in the treasury of San Marco (e.g. nos 9, 14, 16, 
18). Three foliate security-clasps cover not only small 
portions of this border, as well as part of the horizontally- 
oriented palmettes on the edge of the lid, but they also 
extend more than half-way down the sides of the casket 
itself. 

The first impression of the sides of the casket is that they 
are entirely ornamented, being divided by chiseled horiz- 
ontal bands of concentric bifid petals and rope-twists. 
Yet two wide bands bear a highly decorative yet legible 
Greek inscription. The latter, formed with engraved and 
nielloed capital letters, extolls in twelve metrical verses 
the martyrdom of the four saints who are so clearly 
honored by Christ himself through the offered crowns. 
Miserable and sinful, the anonymous author of the 
words appeals to Christ as arbiter of his salvation: 

+ YMEffC MEN OT IITHEANTEC AIMAT£5N XYCEIC 
MAPTYPEC H0AHCATE IIANC0ENECTATQC 
TOYC THC E^AC AKAINElC CTYAOYC AETQ 
TO AAMIIPON EYTYXHMA TPAI1EZOYNTIQN 
nPQTAQAON EYTENION AMA A' AKYAAN 
OYAA[[A]]EPIANON TE CYN kania/q 

kai thn amoibin ton ametphtqn iionqn 
6 x(pict6)C aitoc ectin ym7n ijapexqn 
kai rAp aiaqci to^c cteoAnoyc aeiqc 
firQA' 6 tAaac iiahmmeahmAt^n temqn 

YMSC MECITAC THC EMHC C(QTH)PIAC 
TI0HMI OYTETn THN KATAAIKHN ©EAQN + 

( t Ypt,£ r i^ pLsv 06 mrfectv rzq oupLaTov yuaziq 
[lipxupzq y]i>X7](toct£ TKXva^zvzarixoiq- 

TO Xa^7ip6v StJTU^TQ^OC Tpa7T£^ouvri6>v 
7ipcoTat>Xov Euyevtov apta AxuXav 
OuaX[X]epLavov xz auv KavtSiw. 
Kai ty]v a[xotP(Y])v rcov a[A£?pY)i;6)v Tiovtov 
6 XptaTo^ <xuToq £<tt&v ujxlv n<xpzxw 
xcxl yap SlStoat, rou£ crTS9avou<g a^ico^. 
'Eyco S'6 TaXag 7rXY][X[JL£X7][JLaTcov yejxcov 
u[xa^ [izuiTixq Tf\q s|X7js crwTYipia^ 
tI$Y][u 9uy£Tv ty]v xocTocSixTQV x^eXcov). 

While the similarity of the drapery style, figure propor- 
tions, physiognomic types and the character of Christ's 
throne with related features in Middle Byzantine ivory 
carvings might initially suggest that the Trebizond reli- 
quary dated from the same period (Molinier and 
Schlumberger both attributed it to the eleventh or twelfth 
century), the special character of the decorative ele- 



ments and the paleography has led Frolow (Hahnloser 
1971, no. 33) to suggest a later date in the Palaeologue 
period, probably at the end of the fourteenth century or 
in the first two thirds of the fifteenth century, yet before 
the downfall of Trebizond in 1461. Frolow advanced 
several hypotheses about the casket's origin and sub- 
sequent appearance in Venice. It may have been the gift 
of the Greek churchman, Cardinal Bessarion (1403-72), 
made along with his other important gifts of books and 
other reliquaries. As an alternative explanation, the 
piece may have been presented by one of the numerous 
families of Trebizond who had moved to Crete in the 
early fifteenth century. Association with David Com- 
nenus, the ultimate basileus of Trebizond, is perhaps the 
most fanciful of these alternative theories. 

W.D.W. 

Bibliography. Tiepolo 1617-9, 89-91. Durand 1861, 95-6. Pasini 1885-6, 
84-5, pi. lxiv, fig. 157. Molinier 1888, no. 145. Schlumberger 1896-1905, 
1, 669; n, 456, 469, 484, 505. Braun 1940, pi. 20, fig. 66. Hahnloser 1965, 
// Tesoro, 91, n. 13. Miller 1962, 94. Gallo 1967, 314, no. 15, figs 52-3. 
Hahnloser 1971, 39-40, no. 33 (Frolow), pi. xxxi. Wixom 1981, 46, fig. 5. 

Exh. cat. Venezia e Bisanzio, 1974, no. 113. 
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Islamic 



Islamic hardstone-carving 

Daniel Alcouffe 



In the middle of the eleventh century the Persian traveller NasTr-i Khusraw, who 
twice visited Egypt, wrote that rock-crystal from the Maghreb and the Red Sea 
was worked in Cairo. What is more, an account of the sack of the treasury of 
the Fatimid caliph al-Mustan§ir (1036-94) soon after, in 1062, reveals that an 
enormous number of rock-crystal objects were in the palace collection (Lamm 
1929-30, i, 511-2). 

The work of the Egyptian craftsmen, thus attested, has been identified through 
the survival, in the treasury of San Marco, of a rock-crystal ewer inscribed with 
the name of the Fatimid caliph al-Aziz bi'llah, who reigned in Cairo from 975 
until 996 (no. 31). The very special characteristics of this ewer have led to the 
identification of numerous similar vessels as products of Cairene workshops, 
where the art of carving rock-crystal, already well advanced by the end of the 
tenth century, as is shown by the ewer, was practised at least until 1062. In the 
light of the written sources it has been possible to group together a series of local- 
ized and dated objects the origin of which is confirmed, first, by the discovery of 
rock-crystal objects in Egypt (Lamm 1929-30, i, 207-8; n, pi. 74) and, secondly, by 
the presence of Fatimid crystals in Europe as early as the late tenth century or the 
beginning of the eleventh. They are found on the ambo presented between 1002 
and 1024 to the palace chapel at Aachen by the Ottoman emperor Henry n 
(Schnitzler 1957, pis 110-1, 151). 

Fatimid rock-crystal objects, carved from high-quality material, are, like Classic- 
al hardstone vessels, entirely monolithic, cut from a single block. The very 
varied shapes include ewers (nos 31, 32), bowls and vases (fig. 3 If) of various 
types. The craftsmanship is even more remarkable than the objects themselves: 
mouldings around the top and bottom, and relief decoration - with details in in- 
taglio - comprising inscriptions, stylized vegetal elements (scrolls, palmettes and 
half-palmettes) and animals. 

The style is homogeneous apid seems to have had no precursors. The shapes, 
however, are Persian (cf. no. 31) or Classical in origin: the handle of a bowl in the 
Munich Schatzkammer, for instance (Lamm 1929-30, n, pi. 68/1), is based on 
Classical prototypes like those of the sardonyx bowls (fig. 10 a, 10 c). The Classic- 
al tradition of hardstone-carving may well have survived the fall of the Sasanians 
in Iran, to be taken up by craftsmen in Iraq under the early Abbasid caliphs 
(cf. no. 37); it would then have reached Egypt under the Abbasid governor Ibn 
Tulun or the short-lived dynasty he founded (about 868-905). Cairene art of the 
period shows strong links with the Abbasid capital of Samarra, on the Tigris. The 
carving of objects like the ewer (no. 37), the dish (no. 30) and the vessel-foot with 
mouldings (no. 22) may possibly show a transition from Sasanid to Fatimid 
hardstone-carving; likewise other objects misattributed to the Fatimid period. 
Egyptian hardstone-carvers seem only to have used rock-crystal. In other parts of 
Islam coloured hardstone must have been worked, as witness a sardonyx bowl in 
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the Louvre (fig. 37 a), the oval agate bowl with an Arabic inscription re-used as 
the base of the "Santo Caliz" in Valencia Cathedral (Beltran 1960, 62-6, pis xi-xn), 
and perhaps also the chess-pieces set into the ambo in Aachen Cathedral (Went- 
zel 1971, fig. 14). As we have seen, these Fatimid crystals were highly prized in 
contemporary Europe and were adapted for liturgical purposes, even when in a 
fragmentary state (figs 3 1 e, 3 1 f), as reliquaries, chalices and cruets (fig. 32 b). The 
tenth and eleventh-century German emperors and the Grandmont order in 
thirteenth-century France (fig. 32 b) seem to have been rich in crystals of this 
type, as is the treasury of San Marco. Fatimid crystals later enriched such secular 
collections as that of the Due de Berry, who at his death in 1416 seems to have 
owned two ewers like that of al-Aziz: "une aiguiere de cristal, ouvree a bestes, a 
une ance de mesmes" ("a crystal ewer, worked with animals, with a handle of the 
same"), which had been given to him unmounted and which he had mounted in 
gold, and "une aiguiere de cristal, ouvree a fueillages et a oiseaulx, garnie d'argent 
dore.." ("a crystal ewer, worked with foliage and birds, mounted in silver-gilt" : 
Guiflrey 1894-6, i, 209-10, no. 806; 214, no. 826). 
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Turquoise glass bowl 

Glass: made in Iran or Iraq, 9th -10th century. Enamel: Byzantine, 11th 

century. Other metalwork: late 10th and 15th (?) century 

Glass, silver-gilt, gold cloisonne enamel, stones. Height 60 mm, diam. 

186mm 

Tesoro, no. 140 (listed in the 1571 inventory: no. 62) 

The technique of wheel-cutting, etching, and polishing 
glass, found in both Roman and Sasanian periods, was 
adapted and perfected by the succeeding Islamic civiliza- 
tion, particularly in ninth and tenth-century Iraq and 
Iran, and was known by the late tenth century in Egypt. 
The Muslim artists found expression in a new repertory 
of shapes and designs. This opaque turquoise glass lobed 
bowl is one of the best-known of the relief-cut type, 
although it is unique in color for this production. Gene- 
rally, colorless glass was preferred at this time, though 
some undecorated turquoise glass fragments are known. 



The accomplished art of glass-cutting is one that follows 
the lapidary tradition in which the material is laboriously 
abraded to form the patterns. By this process, the relief 
design is seen on a smooth, usually polished ground, the 
patterns having been created by both high and counter- 
sunk relief, sometimes highlighted with engraved lines. 
This vessel has been described most recently by Erd- 
mann (Hahnloser 1971, no. 117). On its walls is a lively 
file of running, stylized hares, one animal placed in each 
of the five lobes of the bowl. Each animal is contained 
within a compartment formed by a continuous raised 
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line, which also forms a shield-shaped unit to separate 
the lobes at their most constricted point. The animals 
were carved in different levels of relief as well as etched, 
hatched lines. High relief, some areas of countersunk 
relief, and beveling articulate the head, body, and tail, 
while hatched lines emphasize the rabbit's nose, ears, 
neck, and back. The eye is formed by a raised dot. The 
ears, resembling horns by their extreme length, extend 
nearly to the curled tail. Under the rim are engraved pal- 
mettes within and between guilloche. Encircling the rim 
are gold mounts with enamels and stones, and there are 
also metal braces along the body and around the foot. 
The lobed shape has been mentioned by Erdmann and 
others as having a T'ang Chinese metalwork prototype; 
metalwork from the Sasanian period also has lobed ves- 
sels, however, and might be a closer source for the shape. 
Speculation remains as to how and when this bowl 
arrived in the treasury. The tradition is that the vessel 
was presented by the Shah of Iran to the Venetian Signo- 
ria in 1472. 

A low ring foot encloses an enigmatic inscription in a 
ninth -tenth century type of Kufic script. It has been 
translated as "Khorasan". This cannot refer to the place 
of production, as Khorasan was a rather large undefined 
region in eastern Iran during this period. The area was 
known for its turquoise production, and according to the 
literature, colored glass was often accepted as being pre- 
cious stone. If this bowl was made to simulate and be 
taken for turquoise, it might be inferred that the word 
was added for a fraudulent purpose, but an explanation 
is still awaited for its significance. 
Stylistically, the nearest parallel for the relief decoration 
is found on a fragment of clear wheel-cut glass from 
Samarra bearing a similar animal and having the identi- 
cal technique (Lamm 1928, 77, no. 243, fig. 50, pi. vi; Oli- 
ver 1961, 13-4). It is usually dated to the ninth century, 
during the period when Samarra was the c Abbasid capi- 
tal. A recent study, however, indicates that Samarra was 
still a viable city during the tenth century. It is uncertain 
where these luxurious wares were made, but related 
glassware has been found in excavations in Iraq at 
Samarra and at Nishapur in eastern Iran. 

C.K. 



The silver-gilt mounts of the exterior of the bowl, which 
are decorated with gems and enamels, are very different 
in character. Five trapezoidal enameled plaques are placed 
in the center of each of the bowl's lobes and are flanked 
by panels of fine filigree work set with six cabochons of 
various sizes surrounding a larger central stone. Many of 
the gems are modern replacements. This mounting is 
recorded in an engraving published in 1727 by La Mot- 
traye (fig. 29 a). Only the five enamel plaques appear to 
be Byzantine, but they seem to have been made for a dif- 
ferent, unknown, purpose. Three are decorated with a 
central rosette pattern flanked by heart-shaped floral 
motifs in a design common to art of the Middle Byzan- 
tine period (cf. no. 16) and have been cut down to fit into 
their new trapezoidal settings. The two remaining en- 
ameled plaques consist of fragments decorated with a 
quatrefoil design of crosses that have been set beneath a 
silver-gilt panel, cut to reveal their decoration. This 
unorthodox mounting perhaps imitates Byzantine en- 
amelwork of a type found on a medallion and a long frieze 
incorporated into the thirteenth-century frame of the 
Pala d'Oro (fig. 29 b; cf. Hahnloser 1965, nos 163-80, 182). 
The filigree plaques however, are of Western European 
origin. They, with the reused Byzantine enamel plaques, 
may have been added after the bowl came to Venice, 
perhaps in the fifteenth century, but before the engrav- 
ing of 1727. 

M. E. F. 



Metalwork 

The interior and exterior of the bowl's rim vary consider- 
ably in type and in date. The five finely worked gold 
bands of the interior are set one on each of the five scal- 
loped sections of the bowl. They are decorated in low 
relief with an abstracted rinceau of beautifully wrought 
acanthus and palmettes whose design differs in each sec- 
tion. In style they resemble the acanthus rinceaux on the 
foot of the chalice with handles of Romanos n (no. 10) 
and probably date, as it does, to the tenth century in 
Byzantium. 



Bibliography: Montfaucon 1702, 52. La Mottraye 1727, 72, pis vn, VII 
bis. Pasini 1885-6, 94-8, no. 105, pi. XLvm. Molinier 1888, 40-1, 94-5, 
no. 93. Lamm 1928, 63. Lamm 1929-30, l, 144, 158-9; n, pi. 58/23 (with 
bibliography). Lamm 1939, III, 2597-8; vi, pi. 1444 A. Gallo 1967, 206-12; 
299, no. 62; 352, no. 70; 361, no. 199; 369-70, no. 42; 397, no. 100; pi. 64, 
figs 108-9 (with bibliography). Hahnloser 1971, 101-4, no. 117 (Erdmann), 
pis lxxxix-xc. Charleston 1980, 68-73. Saldern 1980, 142-3. 

Exh. cat. Tresors d'art du Moyen Age en Italie, 1952, no. 73; Arte Iranica, 
1956, no. 486. 
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30 

Rock-crystal dish 

c Abbasid, 9th- 10th century (?) 
Rock-crystal. Height 53 mm, diam. 210 mm 

Tesoro, no. 102 



This dish is possibly to be identified as that listed in the 
1325 inventory of the treasury of San Marco as "Platinam 
unam de cristallo intaiatam" (Gallo 1967, 280, vi, no. 9), 
though there is in the treasury a second rock-crystal dish, 
much smaller, which is also carved and unmounted (fig. 
30a; Hahnloser 1971, no. 127, pi. en). In the 1571 inven- 
tory it is possible to recognize the dish in the exhibition 
on account of its "frosted" appearance: "Una tazza de 
Crista! de montagna agghiazzada" (i.e. like ice-glass in 
appearance; Gallo 1967, 301, no. 132). It is certainly this 
object which was described in the 1733 inventory as: 
"Una piadena scolpita con guglie" (Gallo 1967, 353, 
no. 120). In the 1801 valuation of the treasury it must be 
one of the "6 Pezzi di cristallo senza fornimentt (Gallo 
1967, 357, no. 12). In Cicognara's catalogue of 1816-20 it 
is valued at 600 lire (Gallo 1967, 372, no. 10). 
The thick dish, with a flat rim one centimetre in width, is 
cut from somewhat flawed rock-crystal. The centre is 
concave and undecorated. The foot-ring is convex in pro- 
file and runs round the flat circular underside of the cent- 
ral part. The well executed decoration is confined to 
the exterior: a continuous frieze in relief of scrolls en- 
closing half-palmettes decorated with parallel grooves. 
This problematic piece is decorated in an Islamic style 
prefiguring Fatimid rock-crystal carving. The form is 
Fatimid, for the dish mounted on the ambo of the Otton- 
ian emperor Henry II in Aachen Cathedral (Schnitzler 
1957, pi. 110) has a similar foot-ring and is carved on its 
exterior surface. The flared base of the Venice dish is 
also paralleled in some Fatimid crystals (e.g. figs 31b, 
3 1 c), though these are thinner-walled and cut from crys- 
tal of finer quality, and their decoration is more varied. 
The same decorative principle, a continuous frieze of a 
single repeated motif is, however, to be seen on two 
other rock-crystal objects in San Marco: on the foot of an 
hexagonal vessel (no. 22) and on a second dish (fig. 30a). 
The latter also has a foot-ring and is carved in relief with 
a frieze of half-palmettes, having the same design as the 
present dish, on its upper surface. These pieces may 
represent the necessary landmarks between Sasanian 
and Fatimid hardstone-carving. If so, they must have been 
made in Iran or Iraq during the ninth or tenth century. 

D. A. 



Bibliography: Pasini 1885-6, 64. Gallo 1967, 280, vi, no. 9; 301, no. 132; 
353, no. 120; 357, no. 12; 372, no. 10. Hahnloser 1971, no. 126 (Erdmann), 
pi. Cll, with bibliography. 
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Ewer of the caliph al- Aziz bi'llah 

Stonework: Fatimid, 975-96. Metalwork: 16th century and later 
Rock-crystal, gold, enamel. Height 230mm, width 125 mm 

Tesoro, no. 80 



The relatively late date of the mount, which may well 
have replaced an earlier one, makes it difficult to identify 
the ewer in the older inventories of the treasury of San 
Marco. Is it "Un vaso de Cristallo con manico, con tre 
penini et la bocca d'esso vaso d'oro" in the 1571 inventory 
(Gallo 1967, 300, no. 85)? It is, however, recognizable in 
the list of rock-crystals in the 1733 inventory: "Un'am- 
polla con manico d'un solo pezzo scolpita di figure, con 
piede et ornamenti d'oro massiccio" (Gallo 1967, 354, no. 
136). In Cicognara's catalogue of 1816-20 it is valued at 
4000 lire, more than any other rock-crystal object (Gallo 
1967, 375, no. 29). 

This ewer, which is a key piece in the identification of 
Egyptian Fatimid rock-crystals, is one of the most fam- 
ous hardstone vessels in the treasury of San Marco. The 
mouth, with its prominent lip, damaged at the extrem- 
ity, has a narrow unpolished rim. The neck is empha- 
sized by two sharp mouldings, one above the other, 
which slope downwards towards the back of the vessel. 
The upper moulding ends in a point, the lower one des- 
cends to the base, marking off a plain area facing the 
handle. The pear-shaped body is girdled at the bottom 
by a third moulding of the same type. The underside of 
the vessel, which is slightly convex, has a broken foot- 
ring, which made the present gold mount necessary. The 
ewer has a tapering handle cut from the same piece of 
crystal as the body of the vessel and pierced with five 
holes. As a finial it has a small sculpture of a crouched ibex 
{height 25 mm, length 35 mm, width 8.5 mm). The relief 
decoration, enlivened by engraved detail, is of high qual- 
ity. On the body it is symmetrically conceived and well 
placed. Below the spout, arabesques terminating in pal- 
mettes and half-palmettes spring from a three-lobed car- 
touche. To either side of this motif is a seated lion; the 
lions' heads are marked off by grooved collars from their 
bodies, which have an all-over pattern of concave disks. 
The fore-legs are carved with overlapping scales; the tails 
are curled and terminate in palm leaves. The outside of 
the handle is decorated with half-palmettes. The shoul- 
der of the ewer bears a short Kufic inscription: "The bless- 
ing of God on the imam al- c AzTz bi'llah". 
The enamelled gold mount which reinforces the handle 
may date from the sixteenth century; the plain gold 
base seems later. The inventory of 1733 states that 
the piece rests on a gold base, but this is not described. 
The gold base in place in 1816 seems to have been the 
present one. 

The inscription, deciphered in the nineteenth century by 



Longperier, identifies the person for whom the ewer was 
intended as al- c AzTz bi'llah, the fifth Fatimid caliph, who 
reigned from 975 until 996. In 969 the Fatimids annexed 
Egypt to their existing North African territories. The 
ewer was made in Cairo, where, according to contemp- 
orary accounts, rock-crystal was worked. After the pil- 
lage by the Turks in 1062 of the treasury of the caliph al- 
Mustan§ir, the fourth successor of al-Aziz bi'llah, a 
rock-crystal flask and a ewer of great purity and beauty, 
bearing - like the San Marco ewer - the name of al-Aziz 
bi'llah, came on the market along with other rock- 
crystals (Lamm 1929-30, 1, 511). 
Lamm's publication brought five other ewers of this type 
to light. They are of varying quality both in shape and 
decoration. One of them is also in the treasury of 
San Marco (no. 32). Another is in the Pitti Palace and 
was formerly in the Medici collections; its inscription 
indicates a date of production between 1000 and 1008 or 
in 1010-11 (fig. 31a; Heikamp 1974, no. 23, figs 42-3). 
A ewer in the Louvre is part of the treasury of the Abbey 
of Saint-Denis (fig. 31b; Montesquiou-Fezensac and 
Gaborit-Chopin 1977, 44-5, pis 26-7). There are two 
others, in the Victoria and Albert Museum (fig. 31c) and 
in Fermo Cathedral (Rice 1956, figs 9, 11). The al-Aziz 
ewer is the best preserved of all these examples: the 
other ewer in Venice and the Fermo example lack 
handles, and the three remaining ones have lost most of 
their animal finials. 

The six ewers, which are of very similar size, thin-walled 
and generally of flawless crystal, have (or rather had, 
because of the damage sustained by some of them) vari- 
ous characteristics in common. They all had mouths 
with prominent lips, necks with two sharp mouldings 
(three on the Victoria and Albert example), pear-shaped 
bodies with another moulding below (except on the 
London piece), a flared foot-ring, and a handle cut from 
the same crystal as the body, pierced and surmounted by 
an animal. On the body, a stylized foliate motif in the 
centre is flanked by animals decorated with intaglio 
disks. There are two rams on the second ewer in Venice, 
a pair of birds on those in Louvre, Florence and Fermo, 
and on the Victoria and Albert vessel there are two 
motifs of a falcon attacking a gazelle. All but the last 
example and the ewer with the rams are inscribed with a 
supplication or a dedication. 

The shape of these objects seems to reflect Persian influ- 
ence. The elongated lip appears in Sasanian precious 
metalwork (cf. no. 5); the overall shape appears to exist 
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in ninth and tenth-century Persian glass. However, some 
Classical influence should also be noted. The handle of a 
fourth-century silver ewer in the Louvre, for example, 
has an ibex finial like that of the al- c Aziz ewer (fig. 31 d). 
A Classical rock-crystal vessel in the treasury of San 
Marco has a sharp projection all round the body, above a 
flared foot (Hahnloser 1971, no. 76, pi. lxiii), as on Fati- 
mid ewers. 

Persian influence may perhaps also be discerned in the 
decoration. In contrast to the stylized foliate motifs, the 
animals show a certain naturalism, although they are 
often decorated with half-palmettes, as are the haunches 
of the lions and rams on the Venetian ewers. Animals 
like those on the al-Aziz ewer can be seen on other rock- 
crystal objects of the Fatimid period. Confronted lions 
appear on the neck of a flask in the treasury of the basi- 
lica of San Lorenzo in Florence (Heikamp 1974, no. 22, 
fig. 44) and twice on the body of a ewer in the State Her- 
mitage Museum in Leningrad (Lamm 1929-30, 1, 194-5; 
II, pi. 67,5). Fatimid craftsmen, it seems, also carved 
lions in the round (Lamm 1929-30, n, pi. 75), and ibexes 
in low relief, as on a casket from the cathedral treasury of 
Moutiers-en-Tarentaise now in the Musee de Cluny. 



This incorporates four plaques, one of which bears two 
confronted ibexes (fig. 31e). A chalice formerly in the 
collection of Louis xiv and now in the Louvre rests on a 
foot comprising the remains of a Fatimid flask with a 
frieze of eight ibexes (fig. 3 If). ^) A 

Bibliography: Pasini 1885-6, 93, pi. Lll, fig. 118. Molinier 1888, 38-40, 
no. 107. Lamm 1929-30, i, 192-3; II, pi. 67,1. Gallo 1967, 300, no. 85(?); 
354, no. 136; 375, no. 29. Hahnloser 1971, no. 124 (Erdmann), pis xcvm- 
XCIX (with bibliography). 
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Rock-crystal cruet 



Stonework: Fatimid, late 10th century. Metalwork: Venetian (?), probably 
13th century 

Rock-crystal, silver-gilt, niello. Height 280mm, width 105 mm, diam. of 
base 85 mm 

Tesoro, no. 86 



This cruet, which is now the only silver-mounted rock- 
crystal ewer in the treasury of San Marco, may well be 
listed in the inventories as early as 1325, when there is 
mention of "... Ampulletas tres de cristallo, varnitas 
argfentjo"; one of these was subsequently sold (Gallo 
1967, 278, in, no. 11). The inventory specifies that 
these objects were to be placed on the altar; the cruet in 
question cannot have been intended for liturgical use, 
however, as the silver spout is non-functional. The two 
remaining rock-crystal cruets reappear in the 1571 
inventory. One of them was broken (Gallo 1967, 299, 
no. 76); the other is almost certainly the vessel on exhib- 
ition: "Un'altra Ampoletta piu grande de Cristallo col 
piede et collo d'Arzento" (Gallo 1967, 300, no. 94). The 
1733 inventory again records two cruets (ampolld) of 
rock-crystal mounted in silver-gilt, stating - doubtless in 
error - that they were decorated with precious stones 
(Gallo 1967, 353, nos 109, 111). The valuation of the treas- 
ury made in 1801 lists "2 Ampolette d' argfentjo col corpo 
di Cristallo" and "7 Ampoletta grande di Cristal con 
argfentjo", probably the present cruet (Gallo 1967, 360, 
nos 155-6; 361, no. 205). In Cicognara's 1816-20 cata- 
logue of the treasury only the present cruet is listed, the 
beauty of its mount emphasized: "appartenenteall'epoca 
migliore dei bassi tempi". It was valued at 1600 lire (Gallo 
1967, 371, no. 1). 

The cruet shares the characteristics of the group of Fati- 
mid rock-crystal ewers typified by the al- c AzTz ewer 
(no. 3 1) but is less well preserved than the latter. The lip 
and the foot-ring set in the mount are both damaged; the 
moulding round the bottom of the body seems to have 
been ground down, and the handle is missing. The decor- 
ation is of symmetrical tendrils terminating in pal- 
mettes springing from a central motif of half-palmettes 
which half-conceal confronted rams. The shape and 
dimensions of the cruet are similar to those of the 
al-Aziz ewer, but its decoration is less animated and less 
well arranged. 

D.A. 



Metalwork 

A silver-gilt and niello mount of particular refinement 
and elegance has transformed the rock-crystal ampulla 
into a cruet or small ewer. The general orientalizing 
effect may be compared with that of a sardonyx cruet 



with a filigree mount in the treasury (no. 35), and with 
related liturgical vessels. 

The lid is missing. A moulding at the rim has, directly 
below, a band of contiguous leaves separated by pierc- 
ing. The neck has several zones: at the top, the coiling 
foliate scrolls contain two armed men, one with a bow 
and the other with a sword, fighting dragons. Below is a 
band of anthemion-palmettes, and below that at the 
swelling marking the rim of the rock-crystal are two rows 
of joined foliate motifs with a serpent gliding through 
the scrolls. With the exception of this lower band, the 
neck of the mount is of openwork, so that the inhabited 
scrolls and palmettes stand out against a smooth niel- 
loed silver ground. 

The foot of the mount, which is attached to the base of 
the rock-crystal by a double collar of stylized leaves, is in 
the same openwork technique. The decoration consists 
of scrolls inhabited by tiny figures in short tunics, fight- 
ing with animals or monsters (a man with a stick fights a 
lion; a bearded figure with a club threatens another lion; 
a warrior raises his sword to a scaly dragon). Vigorous 
tendrils are laden with fleshy serrated leaves and, here 
and there, with long rough-skinned fruit. 
The gilt spout is fixed to the base of the neck by a stem 
and is engraved with palmettes recalling the leaves deco- 
rating the rock-crystal. At the tip is a serpent's head. The 
elegant handle is in the form of a dragon with a serpent's 
neck; the body and wings of the dragon are decorated 
with motifs alternately gilded and nielloed. 
The beauty of the decoration, the quality of the work- 
manship, the refinement of the forms used and the 
subtle contrast between the gilded and the nielloed parts 
make this mount an outstanding piece of work. The 
"Milhaguet cruet" of Fatimid crystal from the treasury of 
Grandmont was also mounted in silver in the thirteenth 
century, and its mount, although much simpler, has 
a handle in the form of a serpent also decorated with 
nielloed motifs (fig. 32 b; exh. cat. Tresors des eglises de 
France, 1965, no. 368, pi. 73). Hahnloser (1971, 114-5) 
has compared the mount of the Venetian cruet with the 
Saint-Riquier, Zara and Nona reliquaries, stressing the 
relationship between the inhabited scrolls and the deco- 
ration of the arch of the central portal in the facade of 
San Marco (about 1260; fig. 32a). He has cited earlier 
examples of inhabited scrolls from Rheno-Mosan art of 
the end of the twelfth century and the beginning of the 
thirteenth, notably the openwork crests on the Anno shrine 
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at Siegburg and the shrine of St Alban in Cologne, a frag- 
ment of crest of Cologne workmanship in the Victoria 
and Albert Museum, and the crest on the shrine of the 
Three Kings, also in Cologne (Swarzenski 1954, pis 222-3). 
However, one of the most striking parallels to the San 
Marco cruet is the enamelled Alpais ciborium, made in 
Limoges in the last decade of the twelfth century (Paris, 
Musee du Louvre; Gauthier 1972, 109, no. 63). Its sub- 
conical copper-gilt foot of openwork against a metal 
background is in a markedly similar technique to that of 
the Venetian cruet and is similarly decorated with scrolls 
inhabited by tiny figures fighting dragons (fig. 32 c). The 
style of the ciborium indicates an earlier date of manufac- 
ture than that of the cruet, but the relationship between 
the two objects is nevertheless extremely interesting 
because related themes were used for the decoration of 
openwork copper medallions made in Limoges in the 
first half of the thirteenth century to decorate caskets. 
Further comparisons could be drawn between the deco- 
ration on the San Marco ewer and the dragons with en- 
amel eyes which crawl among the intricacies of Limoges 
croziers of the first half of the thirteenth century. In- 
habited scrolls were, however, equally common in Ital- 
ian art of the twelfth century and the first half of the thir- 
teenth, particularly in sculpture. 
The cruet appears to be one of those listed in the 1325 
inventory (see above). The date and origin of its mount 
are still uncertain, however. The Fatimid crystal could 
have been given a mount earlier, around 1200 or in the 
first third of the thirteenth century, in a workshop in the 
Rhenish or Limoges orbit of influence, and then sent 
later to Venice to be remounted. Yet, although no other 
Venetian mount can really be related to this one, its 
presence in the San Marco treasury, Hahnloser thought, 
would argue for an origin in Venice, where numerous 
gems of varied provenience were remounted during the 
thirteenth and fourteenth centuries, and would also 
argue for a date in the middle or the third quarter of the 
thirteenth century. 

D.G.C. 

Bibliography: Pasini 1885-6, 99, no. 115, pi. Li. Molinier 1888, 39-40, 96, 
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111; 360, nos 155-6; 361, no. 205; 371, no. 1. Hahnloser 1971, no. 125 (Erd- 
mann, Hahnloser), pis C-Ci, cxxxix. 
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Western metalwork 

William D. Wixom 



Housed within a basilica richly decorated with marbles and mosaics, San Marco 
offers today, despite losses, one of the most striking collections of precious 
objects used in the service of a church. Formed around the relics of the saint 
which were brought to Venice in the first decades of the ninth century, it con- 
tains, like all great Western treasuries, liturgical vases, objects necessary for the 
offices of the Church, liturgical vestments, reliquaries, and what one could call 
"objects of curiosity", including a few secular works. The assemblage clearly 
shows, however, that a treasury is not only religious in character; the treasury of 
San Marco is equally an expression of the power of Venice, the ultimate testa- 
ment to maritime glory and the Fourth Crusade. 

By mediation of the Venetians, the West inherited many of the riches of Constan- 
tinople, not only purely Byzantine pieces, but also hardstone Antique vases 
that had received a metalwork mount in Constantinople. The question has often 
been raised if the Byzantine pieces at San Marco arrived for the most part in 
Venice after the sack of Constantinople by western Crusaders in 1204. Even 
though the later accounts of the fire of 1231 mention only the principal relics 
of the treasury - the True Cross, the Holy Blood, St John the Baptist, and 
St George - among the works which escaped the disaster, it is likely that other 
objects brought from Constantinople were preserved in another locale at San 
Marco from this time. The reading of the treasury's inventories published by 
Gallo, however, shows that the Byzantine collection at San Marco was greatly 
enriched during the thirteenth and fourteenth centuries. The necessity of main- 
taining, repairing and providing precious mounts for some of these vases, pro- 
voked the development of Venetian goldsmith work in the thirteenth and fourteenth 
centuries and made Venice into one of the greatest centers of Gothic metalwork. 
It is too often forgotten that the treasury of San Marco also houses superb West- 
ern works. Even if it was made in Constantinople for a Western emperor, the 
golden cross of Henry of Flanders stands as one of the masterpieces of Mosan art 
(no. 34). Perhaps executed in Venice itself, the silver-gilt and niello mount of 
the Fatimid crystal cruet carved with rams combines the elegance of Oriental 
forms and the vigor of Western ornamental themes with rare harmony (no. 32). 
The later crystal candelabra (nos 38, 39) testify to a taste for chiseled and engraved 
metalwork which developed at the end of the thirteenth and beginning of the 
fourteenth century. This was particularly the case in Venice during the four- 
teenth century; Hans Hahnloser has grouped the works of the diverse ateliers 
under the name of the "Maestro del Serpentino" (nos 42, 43). 
In the middle and second half of the thirteenth century, the reputation of Venice 
grew, with the fashion for filigree mounts. The most beautiful of these are 
preserved at San Marco (nos 35-37). The competence of the Venetians in this 
area was so great, so seldom equalled or even contested, that the name "of Vene- 
tian work" was used for centuries to describe this technique. 



231 



Perhaps no example better illustrates the Venetian mentality with regard to their 
treasury than the "Grotto of the Virgin" (no. 8). This curious object is formed by 
an irregular Antique rock-crystal representing a little edifice fixed at the back to a 
gold and enameled votive crown of Leo vi, to form a sort of niche for a silver-gilt 
statuette of the Virgin, a Venetian work of the thirteenth century, based upon 
Byzantine models. In this strange combination, two works without parallel were 
preserved, but simultaneously taken out of their original context to become a 
fabulous work in the hands of Venetian goldsmiths. 

A new evolution in metalwork can be seen around 1300. It is first manifested in a 
tentative and only partially resolved way, in the making of the large silver-gilt 
altar-frontal of St Mark (no. 40). It reaches its peak in the elegant ornamental 
frame of 1342-5 of the Pala d'Oro, commissioned by the doge Andrea Dandolo 
(Hahnloser 1965, 81-111). The earlier frontal is an eclectic work in which Byzan- 
tine, Romanesque and Gothic elements merge. Its purest Gothic elements can 
be found in the trilobe arches, a motif undoubtedly derived from French or Ger- 
man models, but employed with a certain awkwardness, particularly in the half- 
arches at the extreme left and right. The reliquary of the fourteen saints, of 1320-30 
(no. 44), shows a variation on this amalgam of eclectic elements. The foliate deco- 
ration of the panels of the small sides prefigures the elegance of the inhabited 
vine rinceaux and leaves of the reliquary of the arm of St George, of 1325, and of 
the base of the serpentine chalice (nos 41, 42). 

The reliquary of the arm of St George is of great importance in more than one 
respect: first, it inaugurates in Venice a goldsmith style devoid of Byzantine 
influence. Though it manifests certain stylistic and technical traits of the north of 
France, and of Sienna, it is the first masterpiece of the treasury that one can con- 
sider fully Venetian and probably the earliest example of translucent enamel pro- 
duced in Venice. Its busts in relief, like the two busts remaining in the branches 
that surround it, are of a purely Gothic character; they clearly anticipate the busts 
of the frame of the Pala d'Oro (Hahnloser 1965, pis lxxiii-lxxviii). The openwork 
decoration of the vine rinceaux and of the branches was reused, later, by the 
atelier of the Sesto, active in Venice around 1420-30, as seen in a comparison with 
the reliquary of the Holy Blood (Hahnloser 1971, no. 172, pis clxx-clxxi). The 
reliquary of St George is, finally, an exceedingly rare example of a reliquary type 
that Hahnloser has termed a "talking reliquary" {"reliquario parlante"), in which 
the identity and significance of the relics are expressed through figurative imagery. 
A second example of this type of reliquary can be seen in the reliquary of the 
Column of the Flagellation, a Venetian work of about 1375 (no. 46). Formed 
from silver sheets shaped as desired, assembled and soldered, the technique is 
particularly suitable for the representation in the round of an animated group 
that clearly expresses the nature of the relic. 

The final and latest object presented here, the pastoral staff dated to about 1420 
(no. 47), in its intricate architectural and figurative decoration rendered in cast 
silver and silver-gilt, is representative of the style of the Sesto family workshop. 
According to Steingraber (Hahnloser 1971, 177), the Sesto family must have had 
the monopoly on goldsmith work in Venice during the first thirty years of the fif- 
teenth century. 
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Venetian filigree 

Danielle Gaborit-Chopin 



Filigree is wire, single or with strands grouped together. It can be smooth, beaded, 
grooved or twisted, and is soldered or otherwise attached to a metal surface in 
decorative scrolls of varying complexity, sometimes of openwork. Throughout 
the Middle Ages Western filigree from very different workshops in widely separ- 
ated regions was produced in an infinite variety of forms. Documents and inventor- 
ies from the end of the thirteenth to the sixteenth century nevertheless use 
one phrase to describe the various manifestations of the technique: opus veneci- 
arum, opus veneticum or venetum, i.e. "Venetian work". The use of this name 
clearly indicates the renown that Venetian craftsmen had won in this field. 
The refinement, elegance and technical virtuosity exhibited by the filigree 
mounts of gems in the treasury of San Marco (e.g. Hahnloser 1971, nos 17, 19, 54, 
60, 85, 88, 1 19, 123, 144, pis cxxvi-cxxvii) show why. The mounts on the Byzan- 
tine lapis lazuli medallion (no. 36) and the sardonyx cruet (no. 35) are perfect 
examples of filigree enhanced with simple granulation. The mount on the large 
rock-crystal amphora (no. 37) is one of the most beautiful of all examples of "fo- 
liage and rosette" filigree; the "pine-cone" filigree surrounding the icon of the half- 
figure of St Michael (no. 12) is unsurpassed. Yet in spite of the perfection of the 
surviving examples of "Venetian work", notably in the San Marco treasury, the 
probable origin of this filigree, its date, and even the meaning of the term "opus 
veneticum" itself remain a matter of debate. In documents dating from between 
the final decades of the fourteenth century and the sixteenth the term "Venetian 
work" is clearly used for all filigree. In earlier documents, however, the term 
seems to have been used chiefly for work actually of Venetian origin. "Venetian 
work" was first mentioned in 1295, in the inventory of the Papal treasury in the 
time of Boniface vm (Molinier 1888, Sources), which lists items as "de opere vene- 
ticd\ In 1296 Charles n of Anjou bequeathed to the abbey of St Nicholas at Bari a 
reliquary and two rock-crystal and silver-gilt candlesticks "de opere veneciarum"\ 
these three examples of "Venetian work", which are still in that treasury, are key 
pieces for the study of filigree (cf. no. 36, figs 36c, 36d; nos 38-39; Barbier de 
Montault 1883, 34-42; Bertaux 1905, 268, n. 2). The Papal inventories drawn up 
in 1311 under Clement v (RegestL.., Appendices i) are perhaps wrongly invoked 
in relation to the study of "Venetian work", for although certain of the descrip- 
tions use the same terms as in the inventory of Boniface vm, the epithet "veneti- 
cum" never appears. 

The technical information contained in these inventories of the Papal treasury in 
the time of Boniface vin and of Clement vis particularly hard to interpret since 
the objects themselves are lost. What the inventory of the treasury of Boniface 
vm calls "de opere fllt\ "de opere venetico adfilum", "laboratum adfllum de opere 
venetico" (Molinier 1888, Sources, nos 91, 318, 715, 722) and the Clement v 
inventories call "laboratum ad filum" or "de opere fili" (RegestL.., e.g. 370, 372-4, 
376) is patently filigree. However, the question remains as to what should be 
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understood by the expressions "de opere duplici Venetico ad folia", "de opere 
duplici ad vites et folia" and, again, "de opere duplici relevato ad vites" (Molinier 
1888, Sources, nos 136, 149; RegestL., 378). Following Hahnloser (1971, 132-6), 
these expressions should perhaps be interpreted as referring to variations in 
Venetian filigree, where different decorative motifs such as leaves, "bunches of 
grapes" and "pine-cones" were used as enrichment. Following Hueck (1965, 
1-22), certain of these items should perhaps be compared to Venetian objects 
with related decoration but without filigree, such as the Krakow Cathedral cross, 
or the foot of one of the Charroux reliquaries (Hueck 1965, figs 4, 20). Perhaps 
one should think of Venetian embossed work with foliage or animals, a good 
example of which is the mount on the serpentine chalice or that on the incense- 
boat (nos 42, 43). A systematic study of the terminology used in these two 
inventories leads to a certain circumspection. As Molinier noted in his edition of 
the inventory of the treasury of Boniface vm (1888, 21), the term "de opere 
duplici", "double work", seems to denote a distinction between it and "de opere 
simplici", "simple work", since those who compiled the inventories almost 
always took care to specify the elements which gave a work its "double" charac- 
ter: "foliage with dragons", or "vines and leaves, with eagles, lions and griffins" 
(Molinier 1888, Sources, nos 136, 149) "with horsemen", "men and beasts", "with 
enamels" or "with figures and enamels" (Regesti..., 370, 372-4). On the other 
hand, Hahnloser was certainly right to relate the filigree on the icon of the half- 
figure of St Michael or that on the rock-crystal amphora (nos 12, 37) to the de- 
scription of a cross in the treasury of Boniface vm (Molinier 1888, Sources, 
no. 421): "... Laborata per totum ad vites de fllo elevato et rotas" (worked all over 
with vine-scrolls of raised wire and with wheels) or, again, to this description of a 
bowl (Molinier 1888, Sources, no. 150): "de opere ad vites et folia minuta cum 
rosulis" (worked in vine-scrolls and small leaves with rosettes). 
These distinctions, which are perhaps unimportant or over-subtle, should not, 
however, disguise the evidence. If the term "Venetian work" was used by con- 
temporaries to describe filigree, it was because of the incomparable quality of the 
work of Venetian craftsmen: the lightness of their arched tendrils, standing away 
from the metal surface to create a kind of lacy openwork panel, the vigour and crisp- 
ness of their coils and the refinement of their cable-twists. This technical virtuos- 
ity was so great and so successful that exports were considerable: perhaps it 
would not be fanciful to think of re-attributing to Venetian craftsmen objects 
which are outside Italy but have no real affinity with anything except Venetian 
craftsmanship. For example, the Charroux filigree reliquary, or the Nailly and 
Najac crosses, all attributed to French workshops (exh. cat. Tresors des eglises de 
France, 1965, nos 314, 344, 820), a brooch in the Bargello, said to be Rhenish 
(exh. cat. Die Zeit der Staufer, 1977, no. 605, fig. 422), and the mount of the 
"Rothschild cameo" (Coche de la Ferte 1981, fig. 551) should all be re-examined 
from a Venetian standpoint. 

Filigree was certainly not invented by the Venetians, but should one really see in 
its particularly brilliant development in Venice "a monopoly ... all the more 
remarkable as it amounts to a veritable usurpation" and "nothing other than a 
perfect imitation of what had been produced in the Rhine-Maas region" (Hahn- 
loser 1971, 131)? Such a judgment suggests a strange simplification of the 
study of medieval filigree, and the truth is doubtless much more complex. The 
filigree technique was no more the exclusive preserve of Rhenish or Mosan 
artists than it was of Venetian craftsmen: the goldsmiths of seventh and eighth- 
century Ireland, and those working for Charles the Bald and for the Ottonian 
emperors all made important contributions to this difficult art. In fact the 
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Venetians only developed a technique which had been practised for several 
centuries, but they raised it to a perfection seldom attained. 
The fire of 1231 in the treasury of San Marco provides a terminus post quern for 
the Venetian works. But at that date the art of filigree was not practised exclusive- 
ly by Rhine-Maas craftsmen: filigree with simple granulation can be found in 
abundance in twelfth and thirteenth-century Western metalwork everywhere. If 
filigree incorporating foliage and rosettes formed from granulation was already 
decorating the openwork apples on the crest of the Anno shrine at Siegburg, a 
Cologne work of about 1183 (fig. 37d), and if "pine-cones" (decorative elements 
made by winding filigree wire) can be seen on the Cologne reliquary of the 
arm of St Cunibert, made in about 1222 (exh. cat. Die Zeit der Staufer, 1977, 
no. 560, fig. 362), the filigree incorporating animals on the cross presented to the 
abbey of Saint-Denis in 1205 by Philip Augustus (1 180-1223) should not be for- 
gotten. The cross has been lost, but there are descriptions precise enough to give 
a good idea of its technique (v. Montesquiou-Fezensac and Gaborit-Chopin 
1977, 22-3). Filigree on crosses dating from the first half of the thirteenth century 
should also be taken into account, not only the crosses of Rhenish or Mosan 
manufacture or those made in northern France, such as the cross of the Paraclete 
in the cathedral treasury at Amiens (fig. 37f), but also crosses of the "southern" 
group outlined by Frolow (1965): the crosses of Eymoutiers, Gorre, and especi- 
ally Rouvres, which should be related to a series of contemporary examples of 
filigree from Limoges (cf. nos 36, 37). On southern crosses, the filigree with 
rosettes, foliage and "pine-cones" found on Venetian productions is even com- 
moner than in the northern group. 

Finally, the art of filigree was not unknown in Italy. Byzantine examples, such as 
the filigree on the central part of the icon of the half-figure of St Michael in the 
treasury of San Marco (no. 12), and Islamic influences may explain the develop- 
ment in eleventh and twelfth-century Italy, especially in the south, of a fine, 
tightly organized filigree of beaded wire, known as "a vermicelli" (e.g. on the Vel- 
letri cross, the "Pax" of Chiavenna, and the Capua bookcover; Hackenbroch 
1938, 83, 92, 98). In the final decades of the thirteenth century, as Hueck has 
recently pointed out (1982, 259-78), Tuscan workshops produced filigree which 
might profitably be compared with Venetian examples. Thus it is evident that 
the use of filigree in thirteenth-century Venice is too much part of the overall 
development of Western goldsmiths' work to be considered only in the light of 
Rhenish-Mosan influence. 

The production of the "opus veneticum ad filum" developed during the second 
half of the thirteenth century, the 1231 fire in the treasury acting as a terminus 
post quern. Hahnloser (1971, 134-5) noted examples dating from the very end of 
the century which have filigree with simple granulation, such as the portable 
altar of Andrew of Hungary in Berne and the candlesticks and reliquary at Bari 
(cf. nos 36, 38-39). He concluded that this was of the latest type and that work- 
shops initially produced the more complex and intricate work, including filigree 
with rosettes, foliage and "pine-cones", as on the icon of St Michael, and then 
moved towards a simpler style of granulated filigree, typified by the filigree on the 
lapis lazuli icon or on the sardonyx cruet (nos 35, 36). Although this chronology 
is appealing, it should be qualified. Granulated filigree was widespread in Italy all 
through the second half of the thirteenth century. If there are numerous 
examples dating from around 1300 and even from the beginning of the four- 
teenth century, earlier, perhaps Venetian, evidence from around the middle of 
the century is provided by the ivory and filigree staurotheca in Cortona 
(fig. 36e) and, from around 1270, by the Tuscan cross at Castiglione Fiorentino 



235 



(cf. Hueck 1982, 269-75). In the same way, the decoration on the upper part of 
the Sienese reliquary of the head of St Galgano shows that filigree with foliage 
and "pine-cones" was still in use in Italy at the end of the thirteenth century 
(Hueck 1982, 273, figs 8-9). 

The present state of knowledge does not therefore permit us to distribute over 
nearly half a century the filigree mounts in the treasury of San Marco, which 
besides the number of related elements in the network of their filigree tendrils 
compare closely with one another, showing that the craftsmen who made them 
inspired each other and worked in the same milieu. A relative chronology of 
these works is all the more difficult to establish since the general chronology of 
all twelfth and thirteenth-century filigree still needs clarification. All the items in 
the San Marco treasury in fact share the same characteristics: panels of cable- 
twisted wires crisply detached from their ground, broad and strong coils, and 
bundles of wires branching off at regular intervals. These characteristics are suf- 
ficient to explain why, once they had been developed, the art of filigree could not 
have been called anything but "Venetian work". 
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Lamp or perfume-burner in shape of domed building 



Southern Italian (?), end of 12th century 
Stiver, partly gilt. Height 360 mm, width 300mm 

Tesoro, no. 142 (adapted after 1231 (?) to serve as a reliquary of the Holy 
Blood and listed thus in the 1283 inventory: no. 1) 



The "reliquary", which is of unusual type, has the shape 
of a small building, square in plan and with four project- 
ing apses crowned with four domes alternating with four 
triangular towers with pyramidal roofs. In the centre is a 
higher dome surmounted by a lantern of arches. Each 
dome is topped with a bulbous pointed finial. (The 
crosses on the triangular towers are not original.) The 
building rests on a narrower base. Two handles are 
attached to the object, the attachments terminating in 
bearded masks. 

The decoration, which is extremely rich, covers all the 
visible surfaces. The domes, the roofs of the towers and 
the upper part of the walls are of openwork foliage and 
flowers: foliage roundels, imbricated pointed and veined 
palmettes, and compositions of palmette-flowers. A band 
of embossed scrollwork punctuated with large rosettes 
runs around the top of the walls, another band embossed 
with adjoining circles containing five-lobed palmettes 
runs round the middle, and at the base of the walls is a 
third band of embossed scrolls. The lower part of the 
walls, between the embossed bands, has figural decora- 
tion of secular character on a pounced ground. From 
right to left, reading from the door in one of the apses, 
the figures are: a lion passant; a griffin; two confronted 
sirens, their tails terminating in serpents' heads, one 
with a flute, the other with a pipe(?); two confronted 
lions; two confronted griffins; a leaping lion; a centaur 
with a round shield; a couple; and a putto diving into a 
basket; a lion passant; a griffin. 

The double doors of the building are half-rounded; be- 
tween them is a lion-mask. Each door is embossed with 
an allegorical figure with a nimbus decorated with pounced 
vermiculation, identified by an inscription. On the left 
door is a helmeted warrior wearing a short pleated tunic, 
breast-plate and long cloak. He is leaning on a spear and 
shield and personifies courage ("ANAPIAA"). On the 
right-hand door is intelligence ("H OPONECIC"), depict- 
ed as a female wearing a closely fitting tunic and a long 
skirt. Standing between two small trees, she touches her 
forehead with her right index-finger. 
The door is hinged to open. The large central dome is 
removable. Inside the building there is a circular base 
with a metal ring at its centre. A metal "ceiling" divides 
the domes - except for the central one - from the interior 
space. This "ceiling" must be original because the cren- 
ellation visible on the exterior, at the top of the walls, is 
its bent-up edge. 



This curious casket, the "chiesold\ used to shelter one of 
San Marco's most important relics, the Holy Blood. The 
inventories of San Marco show that, over the course of 
several centuries, there were several reliquaries of the 
Holy Blood there (which led to a certain confusion); only 
one, however, is listed in the first inventory of the 
treasury, made in 1283. It was a rock-crystal phial, which 
even at that time was enclosed in the silver casket in the 
shape of a church: "Ampulla una de christallo in qua est 
sanguis Salvatris nostri Jesu Christi, ornata auro et una 
perla desuper et est in quadam ecclesia argentr (Gallo 
1967, 273, no. 1). This phial of the Holy Blood men- 
tioned at the end of the thirteenth century can only be 
the one which miraculously escaped the fire of 1231; it 
had been one of the relics sent from Constantinople to 
Venice by the doge Enrico Dandolo in 1204. It was there- 
fore after the fire of 1231 that it was placed in the silver 
chiesola. From descriptions in later inventories the phial 
can be identified as the cylindrical Fatimid rock-crystal 
flask (Hahnloser 1971, no. 128) which, according to 
tradition, held the "miraculous blood" which fell from a 
crucifix struck by an infidel in Beirut in ad 320. The 
crystal phial was still in the domed silver-gilt casket in 
the nineteenth century. 

The term " ecclesiola" or "chiesola" (little church), often 
used to describe the silver-gilt casket, originates in the 
resemblance of the object to a church with domes. 
Although its overall appearance is reminiscent of certain 
Byzantine buildings, and although it can be related, for 
instance, to the church of the Holy Apostles in Constanti- 
nople, where four smaller domes similarly surrounded a 
larger central dome (fig. 33 a; Paris, Bibliotheque Natio- 
nal, ms. gr. 1208, fol. 31 v, first half of twelfth century), 
this is a mistaken interpretation of the chiesola. Cicognara 
emphasized that it had long been regarded as a sim- 
plified model of St Sophia (cf. Gallo 1967, 384). Several 
Byzantine objects are in the form of buildings surmount- 
ed by towers or domes. A secular casket with five towers, 
the Pentapyrgion, was made in the ninth century for the 
emperor Theophilus (cf. Grabar 1951). One of the most 
remarkable of surviving liturgical objects is a reliquary 
in the cathedral treasury at Aachen (fig. 33 b); it is of 
silver-gilt and niello and was made in Antioch in the 
second half of the tenth century (969-70; cf. Saunders 
1983, 211-9). At some point it was made into the reli- 
quary of St Anastasius the Persian. However, one of 
its inscriptions alludes to "Sion", the city of God, 
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suggesting that the Aachen reliquary was originally either 
an artophorion (for storing the eucharist) or a censer (as 
is suggested by the openwork arcade of the drum below 
the dome, which would allow incense-smoke to escape; 
cf. Grabar 1957a). Several censers belonging to the 
Byzantine tradition are in the form of small churches, in 
fact. Like the "Sion" or "Jerusalem" lamps carried in pro- 
cessions, these objects would evoke the Heavenly Jeru- 
salem, from whence streamed the smoke of incense or 
light. A parallel tradition existed in the West, a number 
of medieval censers also having the form of buildings 
capped by turrets (cf. Grousset 1982, 81-106). Among 
these Western censers, the plan of the San Marco 
chiesola can be found in a bronze censer formerly in the 
Bouvier and Spitzer collections (fig. 33 c; Cleveland, 
Museum of Art, northern France or Mosan region, late 
twelfth or early thirteenth century; cat. coll. Spitzer 
1890, 1, 101). In contrast to the Cleveland object, the San 
Marco chiesola is largely openwork and may well there- 
fore have been a lamp, or, in view of the secular character 
of its decoration, a perfume-burner. 
It is not certain, however, that this lamp or perfume- 
burner originally came from a palace in Constantinople. 
Grabar has remarked on its resemblance to kiosks in 
Sasanian gardens (cf. a dish in Berlin; Grabar 1951, 
pi. 616). In addition many of the decorative elements, 
such as the imbricated openwork of veined palmettes, 
the pointed flowers, the griffins, the lions with palmettes 
stamped on their haunches, and the sirens with their 
serpent tails, ultimately derive from Oriental sources. 
Neither the crenellation nor the over-elaborate domes 
belong to Byzantine structures; outside Islam domes 
such as these are found only in Italy, as for example on 
Sicilian twelfth-century buildings (San Giovanni degli 
Eremiti, San Cataldo at Palermo). If the motifs of a putto 
emerging from a basket and of a centaur derive from 
decoration on Byzantine ivory caskets of the tenth and 
eleventh centuries (fig. 33 d), the style of the two al- 
legorical figures on the doors suggests the Western 
rendering of a Byzantine model. The couple on the lower 
part of the chiesola recall the Western court traditions of 
the final decades of the twelfth century (e.g. the painted 
casket in Vannes or the enamel casket in the British 
Museum, even though the costume of the female is dif- 
ferent; exh. cat. Tresors des eglises de France^ 1965, 
no. 336; Gauthier 1972, 330, no. 50). The lion-mask and the 
large bearded masks are related to decoration on south- 
ern Italian bronze doors (e.g. of Troia Cathedral, 1127-59). 
Although they doubtless derive from Classical models 
and have Byzantine equivalents, a centaur and warriors 
with maces and small round shields can be seen on the 
doors of Barisanus of Trani (Trani and Ravello doors, 
1175 and 1179; v. Boeckler 1953). Finally, the actual 
form of the inscription identifying Courage suggests 
an origin other than the imperial court. On the other 
hand griffins are known in southern Italian sculpture 
and mosaics (e.g. the royal throne of Monreale, the 



transenna in Trani Cathedral, and the mosaics at Santa 
Maria del Patir in Calabria and those at Tremiti). It 
therefore seems possible to conclude, with Grabar, that 
this precious object in San Marco, whether lamp or 
perfume-burner, was made at the end of the twelfth 
century in a milieu open to strong Byzantine but also 
Oriental and Western influences: Sicily or the Bari area, 
or perhaps Venice itself. 

D.G.C. 



Bibliography: Pasini 1885-6, 25, no. 27. Molinier 1888, 88-9. Grabar 1951, 
32-60. Grabar 1957 a, 282-97. Gallo 1967, 41, 273, no. 1; 276, no. 1; 288, 
no. 1; 312, no. 1; 328, no. 4; 384, no. 14; 388, no. 4. Grabar 1968, 1, 282-4, 
427, pis 61-2. Hahnloser 1971, no. 109 (Grabar), pis lxxviii-lxxx, with 
bibliography. Coche de la Ferte 1981, fig. 580. 

Exh. cat. Venezia e Bisanzio, 191 A, no. 44, with bibliography; Splendeurde 
Byzance, 1982, no. 023. 
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Staurotheca of Henry of Flanders 

Staurotheca: made by the goldsmith Gerard, at Constantinople, before 
1216. Monstrance: Venetian, 1618 

Staurotheca: wood, gold. Height 335 mm, width 240 mm. Monstrance: 
bronze-gilt, glass. Height 565 mm, width 312 mm 

Santuario, no. 55 (listed in the 1402 inventory: no. 2) 



The reliquary of the True Cross is enclosed in a bronze- 
gilt and glass monstrance with a foot formed by three 
grotesque figures. Although the monstrance is not men- 
tioned in the 1634 inventories and only appears in those 
of the nineteenth century, it is quite possible, as Hahn- 
loser believed (1971), that it was made in 1618, when the 
reliquary was placed on the altar of the Holy Sacrament 
as decreed by the Senate (Pasini 1886, 29). 
The staurotheca proper is formed of six rectangular 
pieces of the True Cross assembled as a cross with two 
transverse arms (a piece of the vertical member is now 
missing at the foot); the whole is set in a band of gold foli- 
age, the serrated edges folded over on to the face of the 
cross. Two long feathery leaves curve outwards from the 
base of the cross, one on either side; two berry-like fruits 
with slender stalks grow from between the base of the 
cross and the lower ends of the leaves. Statuettes of the 
Virgin and St John stand on the leaves, their heads 
touching the lower transverse arm of the cross. They 
are fine, slender figures in the round and, like the three 
other statuettes on the staurotheca, were cast in gold. 
The faces are finely but vigorously modelled. Tightly 
wrapped in her cloak, the Virgin turns away from the 
cross, wringing her hands. St John, shown frontally, with 
his right arm by his side, holds a rotulus in his left hand. 
The gold figure of Christ is nailed to the relic itself with 
three nails; the slender arms are hardly raised above 
horizontal, and the body is strongly arched, the long 
loin-cloth looped around the waist. Two other slightly 
smaller statuettes, of Ecclesia and Synagoga, stand on 
the lower transverse arm of the cross supporting the 
upper arm with their heads. Ecclesia, crowned, holds a 
chalice with a round bowl in her left hand. Synagoga, 
blindfolded, has inverted her chalice and holds her left 
hand to her head in a sign of despair. At the upper inter- 
section of the arms is a gold openwork medallion of a 
phoenix with outstretched wings, symbolic of the Resur- 
rection. Its workmanship seems good enough for it to 
be attributed to the goldsmith responsible for the 
statuettes. Only the five gold figures and the phoenix 
(mistaken for an eagle) are described in the 1617 inventory 
(Gallo 1967, 311, no. 41). It is possible, as Hahnloser 
maintained, that the gold openwork palmettes and 
rosettes marking the extremities of the cross were added, 
together with the superscription, in 1618. They are not 
shown in Tiepolo's engraving in his treatise on relics (fig. 
34a; Tiepolo 1617). 



On the back, at each of the intersections of the arms is an 
engraved gold medallion. The upper one shows between 
the sun and moon a bust of Christ blessing. On the lower 
medallion is the Lamb of God. Along the gold border 
around the cross is a long Latin inscription revealing pre- 
cisely who made the staurotheca, for whom, and when: 
+ CONDIDIT OC SINGNVM GERARDI DEXTERA 
DINGNUM + QVOD IVSSIT MONDVS REX FRANCVS 
DVXQVE SECONDVS +GRECORVM DICTVS HEN- 
RICVS VT OC BENEDICTVS +BELLO SECVRVS 
SEMPER MANEAT QVASI MVRVS. AMEN+ ("The 
hand of Gerard has made this venerable cross [singnum 
dingnum] at the command of the free king with the pure 
heart [mondus] and second leader of the Greeks, called 
Henry, so that, under its blessing, he will always be pro- 
tected in war, as a wall. Amen.") The cross was, there- 
fore, executed by Gerard the goldsmith for Henry of 
Flanders, the second Latin emperor of Constantinople, 
who ruled from 1206 until 1216. 
The inscription alludes to the custom of Byzantine emper- 
ors of having a relic of the True Cross carried before 
them on military expeditions. A similar tradition was 
attached to certain relics of the True Cross brought to 
the West. In Venice, the relic brought from Constanti- 
nople in 1204 was said to have been the one which Con- 
stantine took with him into battle (Frolow 1961, 382, 
no. 450; Hahnloser 1971, no. 192). Thus Henry of Flan- 
ders, brother of and successor to Baldwin I, was maintain- 
ing the practice. It is possible that he had the staurotheca 
made as early as his coronation, in 1206 (Hahnloser, 
1971). The date of its arrival in Venice is unknown. It 
could have been sent before 1216 by the emperor, who 
was in the Venetians' debt, or it may have arrived shortly 
after his death. However, it is just as likely to have 
entered the treasury after the Latins left Constantinople 
in 1261, or even later, as it is not listed in any inventory 
before 1402. In fact, the only reference to a relic of the 
True Cross in the thirteenth century is to the cross of 
Constantine mentioned earlier. This escaped the fire of 
1231, having been sent to Venice in 1204 with the relics 
of the Holy Blood, of St John the Baptist and of St 
George, according to Andrea Dandolo's account. It is 
uncertain whether the cross of Henry of Flanders can be 
identified with the staurotheca shown on a relief at San 
Marco which depicts the principal relics in the treasury 
(fig. 34 b). If the cross shown is indeed the one made for 
Henry, then it is quite inaccurately depicted, since only 
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two figures are represented, and the Virgin is in a differ- 
ent pose. In addition, the horizontal arms are different. 
Something of the personality of Gerard the goldsmith 
appears in his work. There is little doubt that he was a 
Latin working in Constantinople in the emperor's circle. 
He seems to have been a native of the Rhine-Maas 
region or of northern France. The clever idea of using as 
caryatids the figures of the Virgin and St John and those 
personifying the Old Testament and the New seems 
extremely original. The shape of the cross itself, how- 



ever is paralleled by several Western examples. Crosses 
with double transverse arms, originating in the East, 
tended to be used for reliquaries of the True Cross. Sev- 
eral Mosan or northern French reliquaries dating from 
the first half of the thirteenth century have feet (doubt- 
less of a type analogous to the lost foot of the cross in 
Venice) from the top of which emerge leafy scrolls like the 
feathery leaves on the San Marco cross. These reliquaries 
include that of St Peter fashioned by Hugo of Oignies, 
now at Namur (1238), the turreted reliquary at Saint- 
Riquier, the Grandselve reliquary and the foot of the 
Bargello cross (Courtoy 1951-2, 146-52; exh. cat. Tresors 
des eglises de France, 1965, nos 76, 523; Hahnloser 1971, 
pi. LXVIII, 6). 

The leaves and berry-like fruits at the base of the cross 
are not unlike those on the Oignies reliquary and on the 
Maubeuge cross (cf. Courtoy 1951-2; exh. cat. Tresors 
des eglises de France, 1965, no. 17). Finally, the well- 
known drawing of a cross in the sketch-book of Villard de 
Honnecourt (fig. 34 c; Paris, Bibliotheque Nationale, ms. 
Fr. 19093, fol. 18, about 1220-30), two figures of the Vir- 
gin and St John standing on leaves, attributed to the 
suite of Hugo of Oignies (London, Victoria and Albert 
Museum, nos 741, 1891) and the cross from Saint-Vin- 
cent, Laon (fig. 34 d; Paris, Musee du Louvre, before 
1205) are examples of crosses where statuettes of the 
Virgin and St John stand on vegetal elements. The pro- 
portions of the gold statuettes on the cross in Venice are 
too fine and slender for comparisons with the work of 
Nicholas of Verdun to be at all convincing: they are 
much closer to Mosan examples. The silhouette of the 
Virgin and her oval face derive from Mosan manuscript- 
illumination of the last third of the twelfth century (e.g. 
exh. cat. Rhein-Maas, 1972, nos j20, j29). The pose and 
slenderness of the Virgin and the refinement of her close- 
fitting drapery may also prefigure certain aspects of 
Gothic sculpture in Strasbourg, in particular the Syna- 
goga there. The strict vertically of the folds on St John's 
tunic reappears at a slightly later date on a St John in 
Liege, while the arched body of Christ, and his loincloth, 
are related to the large Christ at Huy (exh. cat. Rhein- 
Maas, 1972, nos. l3, l5; Didier 1982, figs 2, 6, 16). The 
Virgin resembles those found on numerous small 
Mosan bronze figures of the first decades of the thir- 
teenth century (cf. Wixom, 1972). One of the most con- 
vincing comparisons with the statuettes on the San 
Marco cross is, however, provided by precious metal- 
work: a silver-gilt buckle from Dune, made in the early 
thirteenth century and doubtless imported from the 
Rhine-Maas region (fig. 34 e; Stockholm, Statens Histo- 
riska Museum; exh. cat. L'Europe gothique, 1968, no. 399). 
The casket of the Holy Innocents once in the cathedral 
treasury in Cologne, know only from a seventeenth- 
century engraving, was in Hahnloser's opinion (1965) a 
gift from Henry of Flanders and the work of Gerard, but 
it is not easily compared with the Venice staurotheca. 
The crown-reliquary in the cathedral treasury at Namur, 
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enshrining two of the thorns from Christ's crown of 
thorns which were given by Henry of Flanders to his bro- 
ther, Philip the Good, in about 1205-7, was itself made at 
the beginning of the thirteenth century and might have 
been sent from Constantinople with the two relics 
(Courtoy and Schmitz 1930, 13, 21, no. 1). However, 
nothing in the crown-reliquary's appearance or work- 
manship justifies an attribution to the goldsmith of the 
Venice cross. Its filigree with little veined flowers relates 
above all to the cross from Laon, the back of which is 
covered with an identical filigree motif. Despite the 
similarity in the form of the two crosses already pointed 
out, the Laon cross differs considerably from that made 
by Gerard. The two figures of Christ, both extremely 
beautiful, are significant in their divergence. The Christ 
on the Laon cross, crowned and pierced with four nails, 
is still in the Romanesque tradition (fig. 34 f), whereas 
the figure suffering on the Venice cross may be num- 
bered among the first Gothic Christs. 

D.G.C. 
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76-7, no. 40. 
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Sardonyx cruet 

Stonework: 3rd century (?). Metalwork: Venetian, 2nd half of 13th century 
Sardonyx, silver-gilt, stones. Height 230 mm, max. width 98 mm 

Tesoro, no. 81 (listed in the 1325 inventory: hi, no. 22) 



The cruet was made by ingeniously fitting a precious 
metal mount to an older hardstone vessel. The lower 
part is a deep sardonyx bowl with a foot cut from the 
same block of stone. The restrained decoration of the 
bowl consists of a fillet incised below the rim and a three- 
part moulding in the upper half. The moulding com- 
prises a wide band between two narrower ones defined 
by incised fillets. The round foot has two tori on a vertical- 
sided base, the underside of which is flat. The bowl is 
well shaped and the decoration well executed apart from 
some irregularity in the fillets and in the tori of the base. 
There is a second cruet in the treasury of San Marco, of 
agate-onyx, which combines a hardstone bowl and a pre- 
cious metal mount (fig. 4 a; Hahnloser 1971, no. 6), 
and the two pieces were described together in the 1325 
inventory: "Vasculos duos de unicolo ornatos argento 
cum manicis" (Gallo 1967, 278, ill, no. 22). The 1571 
inventory twice lists "Una ampoletta, parte d'Agata et 
parte d'Arzento" (Gallo 1967, 300, nos 90, 93). In the 
1733 inventory the ewer can probably be recognized 
under the description: "Un'ampolla di nicolo orientale 
con bochino dorato circondato digeme" (Gallo 1967, 350, 
no. 23). It was valued at 1000 lire in the Cicognara's cata- 
logue of the treasury of 1816-20 (Gallo 1967, 362-3, no. 2). 
The bowl is certainly not a Byzantine work of the tenth 
or eleventh century, as has been thought, but is more 
likely to be of Classical origin. Byzantine circular sardonyx 
cups are not as deep as this example (cf. no. 16), and their 
bases are either small, shallow and undecorated, or of 
precious metalwork. Some Classical vessels, on the 
other hand, have feet with mouldings, cut from the same 
stone as the rest of the object, and these are reminiscent 
of - if more elegant than - the bowl in Venice. The "Coupe 
des Ptolemees" (fig. lOj), a two-handled sardonyx vase 
in the Pitti Palace (Heikamp 1974, no. 7, fig. 20), and 
agate vessels probably of later date found in 1544 in the 
tomb of the empress Maria in Rome (Rossi 1863, 54) are 
examples of this type. One of the sardonyx chalices in 
the treasury of San Marco (fig. 15 b; Hahnloser 1971, no. 
62, pi. lvi) also has a high foot with mouldings, cut from 
one piece of stone, and may also be of Classical origin. 
The type of decoration found on the bowl, which is un- 
known on Byzantine vases, appears on Classical sardonyx 
vessels, moreover. The closest example is a fragment of a 
goblet in the Bibliotheque Nationale in Paris (fig. 35a; 
Biihler 1973, no. 97, pi. 31), which has walls varying in 
thickness from five millimetres to almost a centimetre. 
In the same place as the Venice bowl it has the same triple 



moulding, the middle component being wider and pro- 
jecting more than the two others. Two round bowls, one 
of them excavated in Egypt in 1930 (Habachi and Biers 
1969, 32, fig. 4) and the other in the Louvre (fig. 35 b; this 
vessel, which has thick walls, has been fitted with an Ital- 
ian Baroque bronze-gilt mount enabling a foot to be add- 
ed) are both decorated with a group of three mouldings, 
but the centre moulding is closer in size to the others 
than on the Venice example. A round bowl found in 
Rome, a goblet found at Cologne (fig. 34 c), a fragment in 
the British Museum (Buhler 1973, no. 11, pi. 3; nos 95-6, 
pi. 31) and a flask in the Schatzkammerin Munich (fig. 35 d; 
Thoma and Brunner 1964, no. 22) are also decorated 
with groups of two or three incised fillets. 
These vessels were probably made after the finest period 
of Classical hardstone-carving, which was around the 
beginning of the Christian era. This is suggested by the 
remarkable thickness of the walls of the two pieces in 
Paris and confirmed by the provenience of the Cologne 
bowl: it was found in a tomb containing coins of the 
second half of the third century. 

D. A. 



Metalwork 

The metal mount fitted to the sardonyx bowl has trans- 
formed it into a long-necked cruet with a slightly curved 
handle and a slender spout. The shape is patently inspired 
by Oriental models (e.g. Hahnloser 1971, pi. cxxxvin) 
but is shared by several twelfth and thirteenth-century 
vessels either of Western origin or with mounts made in 
the West: it can be compared with that of a Limoges 
enamel cruet in the Cabinet des Medailles of the Biblio- 
theque Nationale in Paris (Gauthier 1950, pi. 59) and 
that of a sardonyx ewer of Abbot Suger, from the treas- 
ury of Saint-Denis (fig. 35 e; Paris, Musee du Louvre; 
Montesquiou-Fezensac and Gaborit-Chopin 1977, pi. 22). 
In the treasury of San Marco itself are two other mount- 
ed hardstone vessels of similar shape: the rock-crystal 
cruet (no. 32) and that of agate-onyx (fig. 4 a; Hahnloser 
1971, no. 6). The similarity of the mounts explains why 
the sardonyx and the agate-onyx cruets were grouped 
together as a notional pair as early as 1325 (Gallo 1967, 
278, ill, no. 22). The mount on the sardonyx cruet differs 
from that on the onyx example, however, in the refinement 
of its ribbed knop and by the filigree decorating the neck 
and upper part of the body in four lobes bordered by 
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heavy beaded wire. The lid is missing, and the spout was 
doubtless once adorned with a small animal-head such 
as can be found on the two other examples from Venice 
mentioned above. The spout itself, faceted like the 
handle, has been bent. It was probably once strength- 
ened by a metal stem joining it to the knop of the neck, 
as on most of the surviving examples of this type of ves- 
sel. Finally the cruet must once have had a small metal 
foot for stability. 

The ribbed decoration on the knop was common in the 
thirteenth century and can be found on several liturgical 
vessels and reliquaries of that period, such as the chalice 
of Hugo of Oignies (about 1240; Namur, Convent of 
Notre-Dame; exh. cat. UEurope gothique, 1968, no. 376), 
the Dollgellau bowl (about 1250-1300; Cardiff; Jackson 
1911, 105, fig. 142), the chalices in the treasuries of 
Orleans and Troyes, the Grandmont cross in Rouvres 
(exh. cat. Tresors des eglises de France, 1965, nos 175, 
805) and the reliquary of St Francis of Assisi (about 
1228; Paris, Musee du Louvre; Gauthier 1983, 138). 
Similar decoration can also be found on Venetian 
examples such as the reliquary of the Holy Blood dated 
from the thirteenth century (Hahnloser 1971, no. 128) 
and a fourteenth-century chalice now in Cambridge 
(fig. 43 g). The lanceolate panels of filigree can also be 
paralleled, notably on the feet of chalices and reliquaries 
of various origins. These include the Oignies chalice 
and those in Cardiff and Troyes, and the reliquary at 
Saint-Michel-des-Lions, Limoges (exh. cat. Tresors des 
eglises de France, 1965, no. 365). Rather than the precise 
reflection of Mosan or Rhenish influence (Hahnloser), 
the characteristics of the sardonyx cruet make it typical 
of thirteenth-century Western precious metalwork. 
The vigour of the cable-twisted filigree, crisply detached 
from its background, and the simple granulation make 
it possible, as Hahnloser has noted, to attribute the 
metalwork to the Venetian workshop which mounted 
several other objects in the treasury, notably the lapis 
lazuli icon (no. 36). The mounts on an Islamic red glass 
incense-boat and a glass amphora (figs 35 f, 35 g, 37c; 
Hahnloser 1971, nos 119, 143), made in the same work- 
shop, are similarly decorated with filigree arranged in 
lobes. This feature is also found on the mount of a rock- 
crystal amphora (no. 37), although here the filigree is 
much more complex. 

Although it cannot be recognized in the inventories 
drawn up before 1325, or perhaps even 1571, the sard- 
onyx cruet was certainly in Venice in the second half of 
the thirteenth century, for this is when and where it 
received its mount. 

D.G. C. 
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cxxxiii. 



36 



Icon with lapis lazuli Crucifixion medallion 

Medallion: Byzantine, 11th -12th century. Enamel: Byzantine, 9th -12th 
centuries. Filigree panel: Venetian, middle or 2nd half of 13th century. 
Borders: modern 

Lapis lazuli, gold, silver-gilt, enamel, glass. Height 420mm, width 314 mm, 
depth 240 mm 

Tesoro, no. 2 (possibly listed in the 1325 inventory: V, no. 5) 



The icon is made up of various elements of Byzantine 
workmanship, mounted in Venice. In the centre is a 
large lapis lazuli medallion enclosed within a metal set- 
ting of foliate motifs in turn surrounded by a string of 
pearls (replacements). Fixed to the medallion are three 
gold figures cast in low relief: Christ, the Virgin and St 
John. Symbols of the sun and moon and the letters of an 
inscription in Greek are inlaid with gold: IAE T[IO]C 
COY / IAOY H MH[TH]P COY ("ISs 6 ul6< <rou, ISoi 
y] ptr ; T7]p <jou, "Behold thy son, behold thy mother"). 
There are very few extant Byzantine examples of hard- 
stone inlaid with gold. Ornamental motifs and inscrip- 
tions in the same technique can, however, be found on 
two objects of lapis lazuli cut in cameo: a small double- 
sided icon from the treasury of Saint-Denis (fig. 36b; 
Paris, Musee du Louvre, twelfth century; Montesquiou- 
Fezensac and Gaborit-Chopin 1977, 46-7, pi. 29) and a 
cameo of Christ in the Kremlin Armoury, Moscow 
(Coche de la Ferte 1982, fig. 158). 
Byzantine gold figures in relief are equally rare. A small 
number of examples exists, however, including the ena- 
melled gold cross from Martvili (fig. 36a; Tbilisi, Museum 
of Fine Arts, ninth or tenth century; Amiranachvili 1971, 
58, pis 29-30; exh. cat. Au pays de la Toison d'or, 1982, 
no. 46), which has a figure of the Virgin with the infant 
Christ, but in a style very different from the figures on 
the San Marco medallion. In addition, the Papal inven- 
tory made under Boniface viii in 1295 lists a small stone 
icon decorated with small gold sculpted figures, which 
were doubtless close to those on the Venice medallion 
(Molinier 1888, Sources, no. 725: "Unam parvam iconam 
de lapide incluso in ligno cum imaginibus scultis (sic) de 
auro"). The three slender-proportioned applique figures 
on the Venice example may best be related to tenth- 
century ivory reliefs like the central part of a triptych in 
Berlin, where the torso and the narrow waist of the figure 
of Christ is similarly modelled and St John's hair has 
been given the same treatment as on the Venice medallion, 
or to the Crucifixion formerly in the Engel-Gros collection, 
where the Virgin is similarly depicted (Goldschmidt and 
Weitzmann 1934, nos 72a, 72b, 194). On the Venice 
example several characteristics, which are also found on 
an icon of the Crucifixion from Sinai dating from the 
eleventh or twelfth century (Weitzmann 1966, no. 21), 
indicate a somewhat later date, as noted by Grabar 
(Hahnloser 1971): the greater suppleness of the drapery, 



the slant of the superscription, and the reversed perspec- 
tive of the suppedaneum. 

Several Byzantine enamels of varying provenience were 
set into the mount when the lapis medallion was 
remounted. The four circular medallions set into the 
filigree represent the archangel Raphael, St Andrew, 
St John and, almost certainly, St Matthew (the inscrip- 
tion is illegible). These can be dated to the eleventh or 
twelfth century, like the two small plaques and one of 
the medallions of St Matthew in the border. The second 
medallion of St Matthew in the border, which has a 
green translucent enamel background and an inscription 
executed in gold strip set on edge in the enamel, is cert- 
ainly earlier (late ninth or early tenth century) and can 
be compared with enamel on Leo vi's crown (no. 8). 
The central medallion is set into four large panels of 
silver-gilt filigree. These panels, with their cable-twisted 
filigree coiled in tendrils sharply detached from the sur- 
face and enriched with granulation, are close in style to 
the filigree on several other objects in the treasury of San 
Marco, such as that on the mounts of a silver-gilt Byzan- 
tine chalice, a sardonyx ewer, a red glass incense-boat 
and a large glass amphora (no. 35, figs 35 f, 35 g; Hahnlo- 
ser 1971, nos 54, 88, 119, 144). Filigree of this type, with 
simple granulation, can also be found on the mounts of 
objects of Venetian origin, such as a crystal bowl in Dres- 
den (Grimes Gewolbe; Hahnloser 1971, pi. xxvn, fig. 4), 
an early fourteenth-century chalice in the Fitzwilliam 
Museum, Cambridge (fig. 43 g), the candlesticks and 
reliquary presented to Bari in 1296 by Charles of Anjou 
(figs 36 c, 36 d), and the diptych of Andrew in of Hungary 
in the museum in Berne (about 1290-6; cf. Hahnloser 
1955, 159). Finally, filigree of the same type, although 
not definitely of Venetian origin, added to the ivory 
reliquary of the True Cross of Cortona brought back by 
Brother Elias of Coppi from his mission to the emperor 
John Doukas in 1245-6 (fig. 36 e; cf. Goldschmidt and 
Weitzmann 1934, no. 77, pi. 30) could provide a terminus 
post quern and show that mounts of opus veneticum, 
"Venetian work", were made in the middle or second half 
of the thirteenth century, after the programme of restor- 
ation of treasures affected by the fire of 1231. 
The icon of the Crucifixion is perhaps first mentioned in 
the 1325 inventory (Gallo 1967, 279, v, no. 5): "Iconam 
unam cum Christo in cruce f argenti deauratam, laboratam 
ad opus levatum". The Venetian filigree surrounding the 
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lapis lazuli is ample proof that the medallion was in 
Venice before the end of the thirteenth century. The 
icon, which was in very poor condition in 1816-20 (Gallo 
1967, 379, no. 12), was restored before 1845 (Gallo 1967, 
398, no. 112). The external border, punctuated by glass 
"stones", is modern, as is the stamped inner border. The 
latter is identical with the borders of enamelled icons of 
the half-figure of St Michael (no. 12) and of a Crucifixion 
in San Marco (Hahnloser 1971, no. 18). The rather waxy- 
looking filigree which is also lighter-toned is part of this 
restoration, as are the claw-mounts of the glass "stones", 
which were added in the nineteenth century. 

D. G. C 
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Rock-crystal vessel 



Stonework: probably from Iraq, end of 10th century (?). Metalwork: Venet- 
ian, 2nd half of 13th century 

Rock-crystal, silver-gilt, stones, pearls. Height 490 mm, diam. 170 mm 
Tesoro, no. 99 



This rock-crystal vessel was provided with a counterpart 
of similar dimensions when it was mounted in silver-gilt; 
the counterpart is a Venetian glass vessel with a match- 
ing mount (fig. 37 c; Hahnloser 1971, no. 144, pi. cxxv). 
It is tempting to identify these objects with two descrip- 
tions in the 1325 inventory of the treasury: "Ferale unum 
[one lamp] vitreum furnitum, cum pede et capite argentf 
and "Ferale unum de cristallo varnitum, cum pede et capite 
argentr (Gallo 1967, 277, m, no. 3; 278, III, no. 5). The 
two vessels are certainly recognizable in the 1571 inven- 
tory: "Un vaso grande de Cristal de montagna rotto, con 
doi manichi, et il piede et coperchio d'Arzento" and "Un 
altro vaso simile de Cristalin da Muran" (Gallo 1967, 301, 
nos 136-7). The rock-crystal must therefore have been in 
poor condition at that time. It corresponds to the des- 
cription in the 1733 inventory: "Vaso grande [di cristallo 
di monte] scolpito et lavorato a sonde con manichi et orna- 
menti d'argento guarniti di geme", while the matching 
glass vessel could be the next item, also listed among the 
rock-crystal objects: "Un vaso grande con suo coperchio 
e piede d'argento gioielato" (Gallo 1967, 354, nos 133, 137). 
The two items are perhaps those described in the 1801 
valuation of the treasury as "2 Vasi grandi di Cristal 
forn[it]i d'arg[ent]o" (Gallo 1967, 361, nos 203-4). Cicogna- 
ra's catalogue of the treasury compiled in 1816-20 valu- 
ed the rock-crystal vase at 2500 lire, which made it the 
most precious rock-crystal object after the ewer (no. 3 1); 
its counterpart was valued at 300 lire (Gallo 1967, 374, 
no. 19; 375, no. 27). The two vessels were restored at 
the same time, before 1845 (Gallo 1967, 398, nos 101-2; 
Pasini 1885-6, 92). 

The vessel is cut from an extremely large block of pure 
crystal. The vertical rim, which measures 23 mm and is 
hidden by the mount, is separated from a tapering neck 
by a moulding. There is another moulding, decorated 
with grooves, at the base of the neck. The tall body of the 
vessel, plain in the middle, is decorated at the top and bot- 
tom with two continuous friezes in strong relief; the 
lower relief is the more deeply cut. An inscription in Kufic 
characters makes up the upper ornamental band, which 
measures 78 mm. It is a supplication in respect of an 
unknown monarch: "Never-ending power and copious 
favour, and well-being to our lord". The slender charac- 
ters broaden out towards the top to form scored motifs of 
vegetal inspiration. The frieze on the lower part of the 
vessel, 75 mm deep, is composed of fifteen large pointed 
leaves in relief connected at their lower ends by a relief 



palmette decorated with two oblique grooves and in- 
scribing an intaglio circle. The foot of the vessel is cut to 
a point, giving it the appearance of a lamp when the 
mount is removed (Hahnloser 1971, pi. xcvi). However, 
according to Erdmann (1971), the present state of the 
base is the result of a modification to the vessel, apparently 
re-cut after sustaining damage. 

Despite the Arabic inscription, the vessel was not made 
by Egyptian crystal-cutters during the Fatimid period. 
Neither the shape nor the decoration of the lower part 
occur in rock-crystal vessels which are definitely Fati- 
mid: these never have an important part of their surface 
undecorated and have much squatter inscriptions. A 
decorative motif not unlike that on the lower part of this 
object can be found on an oval sardonyx bowl with a 
small base which was formerly in the collection of Louis 
XIV and is now in the Louvre (fig. 37a; Lamm 1929-30, 1, 
190-1; II, pi. 64, fig. 12). Treated somewhat differently, 
the decoration which encircles the body of the sardonyx 
vessel is executed in very low relief and consists of juxta- 
posed leaves, long and well-drawn, with prominent cent- 
ral veins. At their bases the leaves are separated by less 
regularly placed ornament consisting of a small raised 
disk, with a central intaglio circle and its upper part 
engraved, in most instances, with a central small vertical 
mark. Rather similar ornament can be seen in the low 
relief frieze decorating a glass chalice in San Marco, 
mounted in Byzantium (fig. 24 c; Hahnloser 1971, 
no. 63, pi. lvi). The relationship of the motifs on the 
Venice rock-crystal vessel and those on the Louvre bowl 
to mural sculpture in Samarra has been pointed out by 
Lamm and Erdmann. Samarra, that short-lived town 
about a hundred kilometres north of Baghdad, was built, 
decorated and inhabited by the c Abbasid caliphs of 
Baghdad between 836 and 883 (cf. fig. 37b, after Hertz- 
feld 1923, fig. 33, ?.v., figs 29, 35, &c). It therefore seems 
logical to seek the origin of these vessels in Iraq. The 
caliphs owned rock-crystal vessels in the tenth century 
(Lamm 1929-30, 1, 515). There is proof that this material 
was worked in Iraq, at least at Bassora, at the end of the 
tenth century and at the beginning of the eleventh 
(cf. Kahle 1936, 332-56). According to Erdmann, the ves- 
sel in Venice may be dated on the basis of its epigraphy 
to the end of the tenth century. 

D. A. 
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Metalwork 

The beauty of the stone is accentuated by the high qual- 
ity of its silver-gilt mount. The rock-crystal amphora has 
been given a domed lid with a decorative knob. A metal 
band encircles the upper part of the neck; there is an- 
other round the upper part of the body of the vessel to 
which two curved handles are attached. These are joined 
to the foot, the concave flare of which rests on an arcaded 
base. The whole mount is enriched with small sapphires, 
rubies and pearls and is covered with filigree arranged in 
broad scrolls. About one third of the way up the vessel is 
a band of openwork filigree, arranged in a compact 
meander. The mount as a whole is very close to that on a 
large glass amphora also in the treasury of San Marco 
(fig. 37 c; Hahnloser 1971, no. 144). The filigree on this 
glass amphora, however, consists of simple tendrils with 
granulation, like those on the sardonyx cruet and the 
lapis lazuli icon (nos 35, 36), whereas the much more 
complex filigree of the crystal amphora is of two different 
styles corresponding to the work of two different gold- 
smiths. The knob on the lid is of openwork filigree and 
granulation. The eight lobes on the lid, the arrangement 
of which recalls the decoration on the sardonyx ewer 
mount (no. 35), and the metal band around the rim of 
the vessel have the same filigree: very fine twisted wires 
in symmetrical scrolls very cleanly detached from the 
ground, above which they form a sort of lace. Besides 
simple granulation, there are also rosettes composed of 
several granules, and small elongated leaves. The pre- 
cious stones have finely serrated settings. On the foot 
the filigree is arranged in six panels. The coils of wire, 
again cable-twisted and detached from the surface, have 
a cruciform layout here. In the centre of each panel the 
filigree is once again decorated with granulation, small 
flowers and foliage, but the flowers each comprise a 
stamped metal collar with a granule at its centre, and the 
leaves, smaller and rounder than those on the lid, are 
trefoils. The base of the foot has arches of twisted gilt fili- 
gree joined to each other by a metal staple at their 
bases and at the level of the capitals. In each interstice is 
a granule. 

The filigree on the upper part of the vessel, with its gran- 
ule rosettes and small elongated leaves, can be related 
to that on the icon with the half-figure of St Michael 
(no. 12), where the coils, broader than those on the 
amphora, have, additionally, cylinders of wire coiled on 
themselves, somewhat resembling pine-cones. Despite 
this addition, these two objects are similar enough in 
appearance to suggest that they are by the same hand, as 
Hahnloser has proposed. Although also decorated with 
granule rosettes, the filigree on the mounts on the 
two-handled sardonyx chalice in San Marco (fig. 4b; 
Hahnloser 1971, no. 60) is quite different in composition: 
instead of being made of finely twisted wire, as on the 
above examples, it is of metal strip, with a grooved edge. 
Hahnloser emphasised the links between the lid of the 



rock-crystal vessel and Rhine-Maas precious metalwork, 
citing the earlier openwork apples on the Anno shrine at 
Siegburg (fig. 37d, about 1183; cf. Hahnloser 1971, p. 112). 
Another example is the arm-reliquary of St Cunibert, in 
Cologne, dating from 1222 (fig. 37g; exh. cat. DieZeitder 
Staufer, 1977, no. 560). Indeed, several objects of Rhenish 
and Mosan origin, made at the beginning or in the first half 
of the thirteenth century have filigree with granule rosettes 
and "pine-cones", but it should be noted that similar fili- 
gree also decorates objects made outside the Mosan 
sphere, which did not therefore have a monopoly of such 
work. Among the most striking examples are the Grand- 
mont crosses in Rouvres (fig. 37 e) and Gorre (Limoges, 
first half or middle of the thirteenth century; exh. cat. 
Tresors des eglises de France, 1965, nos 805, 365; UEu- 
rope gothique, 1968, no. 387). Rosettes and elongated 
leaves are also frequently found together on thirteenth- 
century crosses betraying Mosan influence. On the 
Clairmarais cross at Saint-Omer the wires are perhaps 
more reminiscent of plant-stems, but on the Cross of the 
Paraclete in the treasury at Amiens (fig. 37 f; exh. cat. 
Tresors des eglises de France, 1965, nos 55, 60) the wire is 
beaded and the foliage design similar to that on the lid of 
the San Marco vessel. The front of a reliquary in the 
abbey of Charroux, probably also of Venetian origin, is 
similarly decorated with filigree coils with granule 
rosettes (fig. 37 h; cf. Gauthier 1983, 134-5, nos 77, 80). 
However, on none of these examples, even the last, is 
the filigree as vigorous, delicate or elegant as the on the 
lid of the San Marco vessel. 

Likewise, the decoration on the foot, with its small rounded 
trefoil leaves and sheet-metal flowers with a granule at 
each centre, should be compared with northern work: 
crosses at Douchy and Blanchefosse (northern France, 
thirteenth century; exh. cat. Tresors des eglises de 
France, 1965, nos 12, 125) and the one formerly in the 
SoltykoflFxollection and now in the Musee de Cluny in 
Paris (Limoges, first half of the thirteenth century; exh. 
cat. Art frangais du Moyen Age, 1972-3, no. 39), even 
though their flowers are flatter. The more firmly 
modelled veined flowers on the Namur crown-reliquary 
(about 1206; see no. 34 and Hahnloser 1971, 140) and on 
the Laon cross in the Musee du Louvre, from the same 
workshop, are also different, and their flat filigree work 
lacks leaves (fig. 37 k). In fact it is only on Venetian work 
that the exact equivalent of the tendrils detached from 
the surface of the object and enriched with the same 
flowers and foliage can be found. The mounts on a small 
two-handled rock-crystal vessel and those on an alabas- 
ter vase, both in San Marco (figs 37 i, 37j; Hahnloser 
1971, nos 84-5), are patently the work of the craftsman 
responsible for the foot of the rock-crystal amphora. 
The arcade on the base of the foot has Carolingian 
and Ottonian antecedents, it is true (v. Hahnloser 
1971, no. 123), but this refined technique had by no 
means been lost in the West by the thirteenth century, 
as can be seen from the Saint-Omer pyx, the reliquary in 
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Saint-Michel-des-Lions, Limoges (exh. cat. Tresors des 
eglises de France, 1965, nos 54, 365), the crosses in the 
Musee de Cluny, Rouvres and Gorre, and the Eymoutiers 
cross (exh. cat. Tresors des eglises de France, no. 363). In 
Italy the base of the statuette of the Virgin on the altar at 
Pistoia (about 1287) and the head-reliquary of San Gal- 
gano in the museum of Siena Cathedral show that this 
type of decoration was used in Tuscany in the final 
decades of the thirteenth century (cf. Hueck 1982, figs 8, 
11). In Venice the motif is employed on the bases of the 
large glass amphora and that of a silver-gilt chalice 
(Hahnloser 1971, nos 144, 54). In addition, the base of a 
small two-handled rock-crystal vessel (Hahnloser 1971, 
no. 84) is exactly the same down to the granules between 
the haunches of the arches, which strengthens the attri- 
bution of this mount to the craftsman responsible for the 
foot of the rock-crystal amphora. 
Finally, the openwork filigree which encircles the body 
of the amphora is similar to that on the knop of the silver- 
gilt chalice in San Marco already mentioned (Hahnloser 
1971, no. 54). 

The lid and the foot of the rock-crystal amphora were 
made by different craftsmen, but should one conclude, 
with Hahnloser, that the lid is superior in workmanship 
to the foot? This is not at all obvious: while the scrolls on 
the lid represent one of the most beautiful examples of 
Western medieval filigree, the foot, with its delicate 
arcade, exhibits a high degree of technical skill and 
beauty. In fact the mount as a whole is sufficiently coher- 
ent to have been made by two craftsmen working in 
the same surroundings, or at least within a short time of 
each other. 

The theory (defended by Hahnloser) that the workshop 
producing filigree with flowers and leaves was active earl- 
ier than the one specializing in filigree with simple gran- 
ulation seems somewhat tenuous. Besides the type of 
filigree, several points of similarity relate the mount of 
the rock-crystal amphora to that of the large glass 
amphora in San Marco, already mentioned, which was 
made in the "filigree with simple granulation" workshop 
responsible for the mounts on the sardonyx cruet and 
the lapis lazuli medallion (nos 35, 36). Moreover, the two 
amphorae have often been considered as a pair. Even 
though their identification with the two lamps listed 
in the 1325 inventory remains hypothetical, they are 
certainly associated with each other in the 1571 inven- 
tory, where damage to the rock-crystal vessel, probably 
to its base, is noted. According to the 1845 inventory the 
rock-crystal and the glass vessel had been restored. 

D.G.C. 




Bibliography. Pasini 1885-6, 92, no. 114, pi. L. Molinier 1888, no. 103. 
Lamm 1929-30, 1, 202-3; II, pi. 68, 17. Erdmann 1940, 144, fig. 25. Erd- 
mann 1951, 6. Gallo 1967, 278, m, no. 5; 301, no. 136; 354, no. 133; 361, 
no. 203; 374, no. 19; 398, no. 101; pi. 61, fig. 104. Hahnloser 1971, no. 123 
(Erdmann, Hahnloser), pis xcvi-xcvn, cxxiv. 
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Rock-crystal candlesticks 

Venetian, early 14th century (?) 

Rock-crystal, silver-gilt. Height 590 and 600mm, diam. 210mm 
Tesoro, nos 28-29 



The treasury of San Marco currently contains two pairs 
of candlesticks, with one candle-holder each. The second 
pair, smaller than the pair on exhibition, is 460 mm tall 
and made of Islamic rock-crystal with relief decoration, 
now fitted with a sixteenth-century silver-gilt mount 
(Hahnloser 1971, nos 121-2, pi. xcv). In the 1325 inven- 
tory three pairs of silver-mounted rock-crystal cande- 
labra are listed: a large pair, with lapis lazuli as well as 
rock-crystal, a middle-sized pair (perhaps the pair exhi- 
bited), and a small pair (Gallo 1967, 278, nos 3-5). An 
inventory of precious metalwork in the sacristy of San 
Marco drawn up in 1524 mentions two pairs of rock-crystal 
and silver candelieri, one pair with copper bases (Gallo 
1967, 292, nos 44-5). In 1606, in another inventory of the 
sacristy, the mounts of the two pairs mentioned are all 
silver: "Doi Candelieri de Cristalo grandi con suoi piedi 
d'argento", without doubt the candlesticks in the exhibi- 
tion, and (i Doi Candelieri de Cristalo con suoi fornimenti 
d'argento, picolf, which are likely to be the pair made of 
Islamic rock-crystal (Gallo 1967, 309, nos 41-2). The two 
extant pairs are easily recognizable in the treasury 
inventory drawn up in 1733: "Due candelieri grandi scol- 
piti et ornati d'argento", and "Altri due lavorati a fazette 
con ornamenti d'argento", the latter being the candlesticks 
exhibited (Gallo 1967, 354, nos 138-9, 140-1). In the 
valuation of the treasury made in 1801, on the other 
hand, only one pair of candlesticks is listed: "2 Candellari 
di cristal forniti d'argento" (Gallo 1967, 361, nos 208-9). 
In the catalogue compiled by Cicognara in 1816-20 
the faceted candlesticks are valued at 400 lire and the 
other pair at only 200 lire (Gallo 1967, 380, nos 20-1). 
Both pairs were subsequently restored, as is indicated by 
the 1845 inventory (Gallo 1967, 398, nos 115-6). 
The stem of each candlestick is made up of two alternating 
shapes of rock-crystal threaded on a copper rod. Four 
faceted spheres with two rows of lozenge-shaped planes 
alternate with three cylinders of six sides each, the sides 
tapering towards the ends from a central horizontal 
intersection of planes. The rock-crystal elements dimin- 
ish in size from the bottom upwards. All the facets are 
smooth. The rock-crystal bases are hemispherical. The 
element under the candle-holder on one of the candle- 
sticks is rock-crystal, on the other candlestick it is glass. 
The shape of the candlesticks is directly borrowed from 
metal examples, which were often composed, from the 
Romanesque period on, of spherical knops alternating 
with vertical shanks, such as the large bronze example 
in Bamberg Cathedral, where the stem consists of five 



spheres and four shanks (third quarter of the twelfth cent- 
ury; exh. cat. Rhein-Maas, 1972, no. h3). In the Roman- 
esque period rock-crystal was already being used in the 
elaboration of this type of object: some small metal 
candlesticks have rock-crystal spheres in the guise of 
knops (e.g. Braun 1932, figs 372, 388). 
Once the art of hardstone-carving developed in Western 
Europe, two types of object were distinguished from the 
rest by being composed of several pieces assembled on a 
core: these were crosses and candlesticks, occasionally 
matching. In view of the decoration on their mounts, 
the San Marco candlesticks may have originally been 
intended for secular use. 

Hahnloser compared these candlesticks with two other 
pairs in rock-crystal, each with three spheres and three 
cylinders: one pair, their spheres with ribs cut in twists, 
is in the cathedral treasury at Bari, to which it was pre- 
sented by Charles II of Anjou (fig. 38-39a); the other 
pair, with spheres the same as those on the Venice pair, 
are in the church of St Francis at Assisi (Hahnloser 1971, 
pi. cxxxill). These candlesticks were described, the first 
pair in 1296 and the second pair in 1338, as having 
mounts of Venetian style (Hahnloser 1971, 150). A 
fourth pair, first documented in 1554 (fig. 38-39b; Man- 
tua, San Pietro in Cattedrale; exh. cat. Tesori d'arte nella 
terra dei Gonzaga, 1974, no. 118) have the same two 
series of elements as the pairs in Assisi and Venice, but 
are closer to Venice examples by reason of having four 
spheres on each candlestick; the copper-gilt mounts date 
from the sixteenth century. Only the pair in Venice have 
convex rock-crystal bases. 

The long-attested presence in Italy of this series of candle- 
sticks - the oldest hardstone examples known - sug- 
gests that their origin might profitably be sought there. 
Information in contemporary documents concerning 
the mounts on two of the pairs provides a strong case for 
seeing in these objects the work of Venetian crystal- 
carvers, formed into a guild in 1284. Some of these, the Arte 
Minuta, specialized in making small objects. The date of 
these candlesticks is difficult to establish. As the cylin- 
ders on the Bari candlesticks have convex facets, they may 
be considered as the earliest in date, and enable the 
other three pairs to be dated to the first third of the four- 
teenth century. 

The shapes of the different rock-crystal elements do not 
in themselves provide help in dating the objects, nor 
do they represent any innovation in the evolution of the 
cutting or decoration of hardstone objects. Perforated 
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rock-crystal ornaments, of polyhedral form and similar to 
the spheres on the candlesticks, are known from sixth- 
century Frankish and Anglo-Saxon tombs (British 
Museum, Ashmolean Museum, Romisch-Germanishes 
Museum, Cologne). The twist-cut crystals on the Bari 
candlesticks recall the central motif on the crest of the 
Rhenish St Alban shrine (end of the twelfth century), 
where a sphere surmounted by an olive-shaped knob, both 
of rock-crystal, exhibit the same decoration (Cologne, St 
Pantaleon; fig. 38-39 c; exh. cat. Rhein-Maas, 1972, no. k2). 

D. A. 



Metalwork 

The silver mount, once gilded, is made up of a candle- 
holder fixed to the crystal by means of three scalloped 
metal bands, of collars composed of pointed palmettes 
which join the crystals forming the stem, and of a trian- 



gular flared base resting on three lion protomes. The 
general shape of the base, with its three slightly concave 
parts, is based on Byzantine models. It recalls the bases 
of silver candlesticks in the Walters Art Gallery, Balti- 
more (Syria, sixth century; exh. cat. The Age of Spiritual- 
ity, 1977-8, no. 541) and has been related by Hahnloser 
to a bronze candelabrum in the treasury of San Giorgio, 
Venice (Byzantine, thirteenth century; Hahnloser 1971, 
pi. cxxxm). 

The shape, with variations, occurs in Venetian works 
from the very end of the thirteenth and the beginning 
of the fourteenth century, such as the filigree bases of 
the Venetian crystal candlesticks presented to Bari by 
Charles n of Anjou in 1296 (fig. 38-39a), or the base of 
the arm-reliquary of St John the Baptist in the cathedral 
treasury at Zara (Hahnloser 1971, pi. lxxix, 5; Cecchelli 
1936, 53-4). The very stylized solid silver lion-protome 
feet have been paralleled with those on a pyx present- 
ed in 1332 to the treasury of Assisi by Galgano della 
Marra, at the same time as two Venetian rock-crystal 
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candlesticks very close to those in San Marco (see above). 
The bases of the San Marco candlesticks have engraved 
decoration covering the three sides, which are each sub- 
divided into three sections separated by a beaded strand. 
On one candlestick, two birds pecking each other in foli- 
age are flanked in turn by two peacocks, two lionesses, and 
two birds with webbed feet (pelicans?). On the other, 
two birds addorsed in vegetal scrolls are set between two 
long-eared dragons (the central plaque is partly re- 
stored), two cocks, and, again, two dragons. The foliage is 
fleshy and has deeply serrated edges. The engraving is 
shallow, with a light, nervous touch. It is therefore only 
because of the similarity of the subjects (animals within 
scrolls) that the bases of these candlesticks can be com- 
pared with the silver-gilt and niello mount of the rock- 
crystal cruet in San Marco (no. 32), for the styles and 
techniques differ widely. As Hahnloser noted, more con- 
vincing comparisons can be made with the engraved 
birds on the foot of the reliquary of the Holy Blood in 
San Marco, dating from before 1283 (Hahnloser 1971, 



no. 128, pi. cxxxvi), with two silver cruets decorated 
with figures of the apostles, which were presented to the 
cathedral treasury of Cividale by the Patriarch of Aquile- 
ia before 1352 (Morassi 1936, nos 160-1, fig. 62), and 
with a pyx in San Marco, which is now lost but is known 
from an illustration of 1760 (Venice, Correr Museum; 
Grevembroch, n, 1760, pis n-xxx). 

D.G.C. 



Bibliography: Pasini 1885-6, 76, pi. lx, fig. 148. Molinier 1888, no. 136. 
Gallo 1967, 278, iv, nos 3-5; 292, nos 44-5; 309, nos 41-2; 354, nos 140-1; 
361, nos 208-9; 380, nos 20-1; 398, nos 115-6; pi. 52, fig. 89. Hahnloser 
1971, nos 149-50 (Hahnloser), pis cxxxn, cxxxiv-cxxxv. 
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Altar-frontal of St Mark 



Venetian, about 1300, with border of about 1336. Restored between 1855 
and 1888 

Silver-gilt on wood core. Height 1010 mm, width 3210mm 
Tesoro, no. 38 (listed in the 1325 inventory: II, no. 1) 



Hahnloser has given a full description of this large altar- 
frontal with its double series of inscribed trilobed Gothic 
arches resting on petaled capitals with their fluted columns 
and smooth bases. There are many restored parts. 
According to Pasini, the gilding was redone. Several in- 
scriptions, as fully identified by Hahnloser, are new. In 
general, the nineteenth-century figurative restorations of 
Buri and Bertolini are characterized by a flaccid pseudo- 
Renaissance style in the treatment of the heads and 
draperies. The original medieval figures have a clear 
plasticity with a rhythmic linear emphasis on the smooth 
curves of drapery, and the expressive physiognomies are 
based on Mosan and Byzantine prototypes. 
The lower series of large figurative reliefs depicts the 
story of St Mark flanked by the archangels Raphael and 
Gabriel (under half-arches). From left to right, this lower 
register illustrates: the Angel of God appearing to 
St Mark during a trip; St Mark purifying a leper; St Mark 
baptizing in Egypt; St Peter approving St Mark's Gospel; 
St Mark on a ship going to Alexandria; the angel visiting 
St Mark (entirely modern; a fragment of the original 
relief for this composition has been preserved in the Correr 
Museum since 1859); St Mark healing the shoemaker; 



St Mark, wearing a bishop's chasuble, orphrey, and 
maniple, standing in prayer (centered beneath the 
enthroned Christ in the upper register); St Mark healing 
Anianus (both inscription and relief are entirely modern); 
St Mark healing the blind man (this scene and the subse- 
quent one are especially fine original works); St Mark 
healing the man possessed by the devil; St Mark, in a 
bishop's vestments, being martyred at the altar; St Mark, 
again in bishop's vestments, being led through the 
streets of Alexandria; the burial of St Mark in Alexandria 
(the saint is still dressed in a bishop's vestments rather 
than in a sudarium). As noted by Hahnloser, several of 
these scenes seem to derive from earlier and related 
compositions in mosaic in the basilica, especially in the 
Zen Chapel. 

The upper register of large figured reliefs, also flanked by 
two angels (again under half-arches), depicts six stand- 
ing primary and secondary apostles on each side of the 
enthroned Christ and Virgin Mary in prayer (Mary 
stands on Christ's right). All of the apostles wear heavy 
mantles with long folds derived ultimately from ancient 
Roman togas. Each has a foot turned in profile towards 
Christ while the other foot is frontal. All but one apostle 
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hold a codex in the hand nearest Christ. Left to right 
appear Barnabas (completely remade); Simon; Thad- 
daeus; Bartholomew (head restored); Andrew (totally 
remade); Peter; the Virgin Mary; Christ in Majesty seat- 
ed on a Gothic-style throne, yet holding a codex and 
blessing in the Byzantine manner; John the Evangelist; 
Paul (completely modern); James, inscribed SANCTIS 
JACOBI (sic); Matthew; Philip; Thomas. 
The uppermost border, with small bust reliefs alternat- 
ing with decorative panels, was, according to Hahnloser, 
probably added in 1336 when the frontal was set in front of 
St Mark's altar, as recorded in an engraving after a draw- 
ing by Antonio Visentini (Hahnloser 1965, pi. lxv). The 
busts of the saints mostly face inward toward the Christ 
of Pity in the center. Each figure is haloed. Left to right 
appear: a crowned female saint; a frontally praying male 
saint holding a maniple and dressed in a bishop's vest- 
ments; a blessing male saint bearing a codex, also in a 
bishop's vestments; St Paul bending forward, holding 
his sword in his left hand pointing to Christ with his right 
hand; St John the Baptist; the mourning Virgin Mary; 
Christ of Pity; a beardless St John the Evangelist; St Pe- 
ter holding a key and codex and bending forward towards 
Christ like St Paul; a military saint, possibly St Theo- 
dore, as suggested by Pasini; a frontally composed male 
saint with Christ-like head and a codex; and, finally, a 
female saint in mirror-image of the example at the far 
left. Only four of the square plaques with quadrilobes 
sprouting vine tendrils with acorns and leaves are origi- 
nal, according to Hahnloser. These are detectable by 
their irregular perforations. The small quadrilobes pre- 



serve busts of saints. One shows Christ from the Last 
Judgment. 

The ornamental overall framing of the altar-frontal is the 
most restored portion of the ensemble. Most of the bor- 
ders seem to date from the nineteenth century, although 
the floral motifs may be based on an earlier Baroque res- 
toration of 1674. 

The style of the original figurative reliefs, as-well as the 
architectural framework with arcades with trilobed 
arches may be associated with the same phase of Vene- 
tian metalwork belonging to the second quarter of the 
fourteenth century as represented by the reliquary of 
fourteen saints (no. 44). The relief busts of both works 
seem to anticipate some of the more three-dimensional 
relief busts of around 1343-5 on the frame of the Pala 
d'Oro (fig. 40a) as suggested by Hahnloser (1965, 111; 
1971, 155). The entire ensemble is an impressive monu- 
mental work, entirely suitable as the frontal for the altar 
of St Mark in the choir of the basilica. As an ensemble, 
it illustrates a characteristically Venetian amalgam of 
Byzantine details and iconography with late Roman- 
esque figure-style and Gothic architectural framework. 

W.D.W. 



Bibliography: Pasini 1885-6, 78-80, pi. lxvi, fig. 63. Molinier 1888, 
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Reliquary of the arm of St George 

Interior casing: Byzantine, before 1204. Exterior. Venetian, before 1325. 
Finial of St George and dragon: Venetian, 1325 and 16th century 
Interior casing: silver-gilt. Exterior: silver-gilt, enamel (the original crys- 
tal lid has been replaced with a glass one). Height 519mm, width at top 
117 mm 

Santuario, no. 53 (listed in the 1325 inventory: II, no. 4) 



The relic and its immediate casing were brought from 
Constantinople by the doge Enrico Dandolo after the 
sack of 1204 (Gallo 1967, 12, citing the chronicle of An- 
drea Dandolo). During the revision of the treasury of 5 
September 1325, the two procuratoriYittro Grimani and 
Angelo Mudazio wrote: "Item notamus quod brachium 
sfanctji Georgii circumdatur auro et argento laboratum ad 
smaldum cum uno safnctjo Georgio equitanta a parte 
superior^ et cum uno pede argento laborato" ("We note 
that the arm of St George is covered in gold and silver 
and enameled, with, at the top, a St George on horse- 
back, and with a base worked in silver": Pasini 1885-6, 
Appendici, 4, no. 4; Hahnloser 1971, 163). Thus, while 
the goldsmith is unknown, the inventory provides a ter- 
minus ante quern of 1325. The reliquary is also significant 
because St George is the third patron saint of the city of 
Venice (after SS Mark and Theodore). 
Proportionally tall and with a richly decorated conical 
trunk, this reliquary is supported in an unusual way with 
a base of splayed stems of thick wire with cusped foliage. 
The several precious stones, which according to Hahn- 
loser must have enriched the base, are missing. The four 
thickest stems are bundled together with a horizontal, 
quadrilobed knob decorated with stars. A flat dentilated 
disk above supports the lowest portion of the reliquary 
itself as well as two inserted curved plaques with inscrip- 
tions in reserve against niello backgrounds: +ISTVT* 
ESTBRAC/HIVMGLORIOXIS/IMIMARTIRIS +S/ 
ANCTI- GEORGII; on the back: + ISTVT* EST- BRAC/ 
HIVM- GLORIOXIS/IMI- MARTIRIS/SANCTI- GEOR- 
GII ("This is the arm of the most glorious martyr, 
St George"). 

The main trunk of the reliquary, which is oval in 
cross-section, is divided into three vertical divisions on 
each of the broader sides; in the center, a tall lancet of 
openwork with vine tendrils is punctuated by haloed 
busts alternating with rosettes which show traces of 
translucent enamel. Hinged at the bottom, the two screens 
could be opened downwards for a better view of the relic 
with its original silver casing with an unpublished Greek 
inscription, probably of twelfth-century Constantino- 
politan workmanship. On either side of each of the 
covering screens is a vertical series of openings with 
pointed arches. While each of these once contained 
separate plaques with figures in translucent enamels, 
only ten are preserved today, leaving six empty niches 



on the back (Pasini alludes to the transfer of two or three 
of these plaques from the back to the front during the 
restorations of the nineteenth century). The colors of the 
enamels are sapphire blue, emerald green, yellow-green, 
orange, amber, garnet red, and violet. 
At the sides of the reliquary and separating the back 
from the front were eight projecting foliated stems bear- 
ing flower supports for eight three-dimensional busts. 
Pasini illustrates a reconstruction in his color plate. Only 
the two stems with their extended busts at the top now 
exist. The stumps of several of the other stems were fit- 
ted in 1850 with framed amethysts and hyacinths, addi- 
tions which Pasini found inappropriate (Pasini 1885-6, 44). 
The original crystal, fitted into the chiseled and dentilat- 
ed border at the top, allowed for an additional glimpse of 
the relic. This crystal has been replaced by a glass cover. 
At the very top, and mounted on a curved bar hinged to 
the sides, is a dramatic, three-dimensional representa- 
tion of the equestrian St George dispatching the dragon 
with a long spear. While the dragon, with its partially 
enameled spread wings, is undoubtedly original, both 
the figure of the saint and his rearing mount must date 
from the sixteenth century. The horse and rider are 
probably directly based on Leonardo's designs for the 
Sforza and Trivulzio monuments, dating respectively 
1485-93 and 1506-13, even though the theme of a rearing 
horse goes back to the early Florentine Renaissance 
sculptor, Bertoldo (1420-91), to Paduan bronzes dating 
around 1510, and to ancient bronzes (Planiscig 1924, 5-6, 
no. 3, fig. 3 for Bertoldo; Wixom 1975, no. 77 for ancient 
and Paduan examples). 

The elegance of the total ensemble with the architectur- 
al forms symmetrically framed and supported by foliated 
vines reminded Gauthier of the traditional representa- 
tions of the Tree of Life and the Tree of Jesse (Gauthier 
1972, 232, 395, no. 188). This theme is developed here in 
space and is transformed into a kind of Gothic chapel in 
which the exquisite enamels with prophets, apostles, 
and saints have become the stained-glass windows. 
These enamels, while certainly the earliest made in 
Venice, owe so much in their technique and style to Sie- 
nese enameling that Gauthier wondered whether their 
maker had indeed come from Siena. A comparison with 
some of the enamels of the generation immediately after 
Guccio di Mannaia (the creator of the chalice of Pope 
Nicholas IV of 1288-92) underscores the importance of 
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this suggestion. Key comparisons may be found in some 
of the translucent enamels by or attributed to Tondino di 
Guerrino (Leone de Castris 1980, 24-44, esp. figs 16-17). 
Particularly similar, despite the differences in palette, 
are the narrow figured enamels on the pinnacles of the 
large reliquary of the Bolsena Corporal by Ugolino di 
Vieri and associates, dated 1338, in the cathedral of 
Orvieto (fig. 41a; Gauthier 1972, 222). 
At the same time that the enamels derive inspiration from 
a Sienese tradition, the decorative metalwork forms of 
the vine branches, foliage, and flowers suggest an ultimate 
inspiration, according to Hahnloser, from north-eastern 
France and possibly the art of Hugo d'Oignies of around 
1238-40. The vines and leaves take on a larger scale and 
freer movements in the reliquary of St George. Hahnloser 
further observed that the distinctive character of fluted 
leaves and the nubby vines may be seen to continue, 
although codified, in the Gothic additions of 1342-5 to 
the Pala d'Oro. (These motifs, combined with the multi- 
colored rosettes, became a favorite motif of fifteenth- 
century Venetian goldsmiths, as indicated also by Hahn- 
loser.) The various softly modeled busts recur also in the 
framework of the Pala dVro (fig. 40a). 
Certainly the task assigned by the procurator! of San 
Marco to an unknown Venetian goldsmith was master- 
fully fulfilled. In a conception which is fully Gothic in 
style and without a trace of Byzantine forms, he has 
created an eloquent, even poetic, receptacle for one of 
the most important relics in the treasury. The crowning 
sculptural group, in its present as in its original form, 
proclaims the identity of the saint whose relic is con- 
tained in the receptacle below. For this reason, Hahnloser 
has called this piece an example of a Gothic "talking 
reliquary" ("reliquario parlante"). Another example of 
this type of reliquary is the reliquary of the Column of 
the Flagellation of 1375 (no. 46). 

W.D.W. 



Bibliography: Pasini 1885-6, 43-4, pis xxxxxxi, figs 45-6. Molinier 1888, 
87, no. 35. Braun 1940, pi. 63, fig. 213. Hahnloser 1965, // Tesoro, 86, 93, 
101, pi. LXXII. Gallo 1967, 12; 23, no. 4; 58, no. 4; 276, no. 4; 288, no. 2; 299, 
no. 23; 304, no. 15; 311, no. 37; 317, xvi, no. 33; 386, no. 30; pi. 22, fig. 36. 
Hahnloser 1971, 162-3, no. 159 (Hahnloser). Gauthier 1972, 232, 395, no. 188. 
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Serpentine chalice 

Stonework: Byzantine, 12th century (?). Metalwork: Venetian, before 1325 
Serpentine, silver, silver-gilt, enamel. Height 220 mm (without mount 
160 mm), width 170 mm (without mount 150 mm) 

Tesoro, no. 66 



The vessel, made of dark green stone with light green 
markings, is damaged in several places in its upper part 
and seems to have lost part of its mount. Along the rim, 
on the exterior, runs an unpolished chamfer, which may 
have been intended to be hidden beneath a casing of 
precious metalwork. This hypothesis seems to be con- 
firmed by the description of the object in the 1325 inven- 
tory of the treasury, at which time the original function 
of the object as a chalice went unrecognized and it was 
identified as a mortar: "Mortarum unum cum pede argenti, 
ornatum desuper de argento, quod est de petra serpentina" 
(Gallo 1967, 280, vi, no. 9). The silver mount on the 
upper part had disappeared before the inventory of 1571 
was taken, as the piece was described as follows: "Un 
gotto [a goblet] de pietra Serpentina col piede d'arzento" 
(Gallo 1967, 299, no. 74). In the 1733 inventory it was 
said to be of verde antico marble, like the incense-boat 
(no. 43): "Un vaso di verde antico intagliato di varie figure 
con piede d'argento" (Gallo 1967, 350, no. 27). It is simi- 
larly described in the valuation of the treasury made in 
1801: "/ Vaso di verde antico en forma di Balla" (Gallo 
1967, 360, no. 168). It appears in Cicognara's catalogue of 
1816-20 as "argilla grigia o porfido argil loso" where, with 
the damage to the rim recorded, it was valued at 1000 lire 
(Gallo 1967, 368, no. 35). Since Pasini's day the stone 
has been considered a type of serpentine. 
The manufacture of the vessel embraced all the prob- 
lems: complex shape, relief decoration, and the handles 
cut from the same block of stone and partly hollowed out. 
The cutting is very even. The body is spherical at the 
base, flaring out towards the rim and forming eight 
projections, alternately and angular. The top of the rim is 
thin and flat. Near the rim the walls are between three 
and five millimetres thick. The two handles are part of 
two of the gadroons and are pierced in three places, giv- 
ing them the form of winged cheetahs, decorated with 
grooves. The base, enclosed in the mount, is not visible; 
the interior is concave. 

The eight projections are decorated in low relief with ten 
nimbed figures, all except one identified by inscriptions. 
On one side of the vessel, from left to right, are St Basil 
wearing an omophorion, the archangel Michael, Christ 
enthroned, his feet on a hassock, blessing with his right 
hand and holding a book in his left, the archangel 
Gabriel, and St Nicholas, blessing and holding a book. 
On the other side, again from left to right, are St John 
Chrysostom, the archangel Uriel, the Virgin seated, palms 



displayed, the archangel Raphael, and an unidentified 
saint, one hand raised in blessing, the other holding a 
book. Above them, around the rim, are engraved the 
words for the consecration of the wine by the priest. The 
quality of the reliefs is high but, curiously, the inscrip- 
tions are cursory. 

Although the function of the vessel had been forgotten 
in Venice, the inscription proves that it was indeed a chal- 
ice. In addition, the shape of the object, with its two 
handles and a spherical body flaring towards the rim, was 
frequently used for chalices made during the first centu- 
ries of the Christian era, of which numerous representa- 
tions and some actual examples survive, such as the 
small gold chalice from the Gourdon treasure, now in 
the Bibliotheque Nationale in Paris (Cabrol and Leclercq, 
n/2, "calice", cols 1610-36). The shape seems to have 
been in use in the East, as Grabar noted that there were 
two silver chalices dating from the first half of the twelfth 
century of this type in the cathedral of St Sophia in Nov- 
gorod. These Russian chalices, Byzantine in style, are 
exceptionally large, like the serpentine example, and 
also have eight alternating rounded and angular projec- 
tions, as well as figures in relief analogous to the serpen- 
tine decoration; the handles are formed by two large 
scrolls (Hahnloser 1971, pi. lxxxvii). As for hardstone 
examples, the general shape of the serpentine chalice 
recurs in another vessel in San Marco, made of rock-crys- 
tal and without handles; it is probably of Classical origin 
(fig. 37i; Hahnloser 1971, no. 84, pi. LXIX). 
The reliefs and inscriptions indicate that the chalice is 
Byzantine work. The handles cut from the same block of 
stone as the body of the chalice are, however, a surprise. 
The vessel is in fact the only Byzantine hardstone 
example with such a feature. Very similar handles in the 
form of elongated animals are found on a ewer in the 
Pitti Palace, attributed to a Sasanian workshop, and on 
two ewers in San Marco which may be seventh-century 
Byzantine work (cf. no. 5). The only noteworthy differ- 
ences are that the animals on the chalice have wings, 
and their tails are straight, whereas on the ewers the ani- 
mals' tails are curved. The disconcerting handles on the 
chalice led Molinier ingeniously to suggest that it might 
be Eastern, and that the reliefs and inscriptions were 
added later in Byzantium. If this had been so, the upper 
part would have had to have been re-worked, which does 
not seem feasible. 

A more reasonable theory is that Byzantine hardstone- 
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carvers, having at some point improved their technique, 
succeeded not only in decorating their vases with reliefs, as 
on this example and on the incense-boat (no. 43), but 
also in fashioning pierced handles from the same piece 
of stone in imitation of older vessels such as the ewers 
already mentioned. The chalice is perhaps not such an 
isolated example as it might seem in Byzantine hardstone- 
carving. The Danish royal collections at Rosenborg 
Castle, Copenhagen, include an oval bowl of black ser- 
pentine with white flecks; it is well made, thick-walled, 
with eight gadroons, like the incense-boat. This bowl 
is similarly carved from a single block; rather than 
handles, it has four small feet in the form of animal-paws 
(fig. 42a; exh. cat. Tresors des wis deDanemark, 1978-9, 
no. 106). 

The large serpentine cameo in the Victoria and Albert 
Museum with a half-figure of the Virgin, hands raised 
with palms outward, enables us to date the use of serpen- 
tine for large Byzantine carved objects (fig. 42b). It bears 
an inscription imploring the Virgin to help Nikephoros 
in Botaniates, emperor between 1078 and 1081 (exh. cat. 
Splendeur de Byzance, 1982, no. St. 3). On the grounds 
used to determine the date of the incense-boat - the 
nature of the stone and the quality of the workmanship - 
it seems reasonable to date the chalice to the same 
period, that is to the twelfth century. The present mount 
is of later date. 

As the cheetahs' heads project slightly above the rim 
of the vessel, the original mount - like that, for example, 
on the two-handled chalice of the emperor Romanos 
(no. 10) - must have taken account of the projections. 

D.A. 



Metalwork 

A serrated metal ring imitating juxtaposed pointed leaves 
has been fitted to the lower part of the serpentine vessel; 
under it is a horizontally projecting collar also in the 
form of foliage. Below that again, the flared silver-gilt 
foot has eight lobes alternating with eight points, echo- 
ing the shape of the rim of the chalice. Below the foot 
runs a cast openwork strip of quatrefoils. Of eight quatre- 
foil basse-taille enamel plaques corresponding to the 
eight rounded lobes four survive, depicting the symbols 
of the evangelists. The style and the colours of the 
translucent enamel (blue, green, yellow, saffron, and 
pinkish violet) invite comparison with the enamel on the 
reliquary of St George (no. 41, before 1325) and suggest 
a similar date. Round the enamels, the foot is embossed 
with foliage and birds on a pounced ground; quatrefoils 
run round the edge of the lobes, while above and be- 
tween the lobes are foliate scrolls with rounded tendrils 
terminating in trefoils or longer leaves with five or seven 
cusps. In higher relief among the scrolls are eight birds 
worked with a skill and precision which enable them to 



be easily identified (from left to right, from the enamel of 
the lion of St Mark, they are: a pelican, a heron, a bird of 
prey, a bird of prey with spread wings seen from above, a 
heron preening, a peacock, a bird feeding its young, and 
a bird of prey carrying off a smaller bird in its talons). 
Hahnloser (1971) compared the embossed decoration of 
this piece with that on the foot of the steatite incense- 
boat (no. 43) and with a series of other pieces of Vene- 
tian origin with related embossed work. He attributed the 
whole group to the craftsman responsible for the foot of 
the serpentine chalice, calling him the "Master of the 
Serpentine" {Maestro del Serpentino) and dated it to the 
second quarter of the fourteenth century on the basis of 
the decorative elements of the Pala d Oro executed in 
1342-5. The group is, however, less homogeneous than it 
appears at first sight. 

It is true that a number of points link the chalice to the 
San Marco incense-boat and the other objects which 
have been associated with it. Their decoration of foliate 
scrolls is inspired by Byzantine models, an example 
of which, in the treasury itself, is the back of the icon 
with the half-figure of St Michael (no. 12). Their tech- 
niques - embossed and stamped decoration and pounced 
grounds - are comparable, as are some of the elongated 
leaves with five or seven cusps. Yet there are differences: 
on the serpentine chalice the quatrefoils round the base 
of the foot are cast, whereas on the incense-boat they 
are punched out. The difference is perhaps unimportant, 
as both techniques were in use among Venetian crafts- 
men of the first half of the fourteenth century. It is 
perhaps more important to point out that the two fo- 
liate collars joining the lower parts of the stone ves- 
sels and the silver bases are not identical: the cusps 
of the leaves are more pointed and separate on the 
incense-boat. 

Finally, contrary to Hahnloser's opinion, it see/ns impos- 
sible that the same matrices were used for the foot of the 
serpentine chalice and the incense-boat. The closed 
scrolls of the incense-boat and the large leaves like 
vine leaves do not relate to the ornament on the chalice, 
the leaves and scrolls of which are perhaps more compa- 
rable with those on a reliquary in the treasury of Santa 
Maria del Giglio in Venice (Hahnloser 1971, pi. cli). 
On the chalice, furthermore, there is greater freedom in 
the arrangement of the decoration; the relief is more pro- 
minent, and the birds, for example, are placed where the 
metal surface has been worked into a slight bulge. 
Besides, no other object is decorated with birds like 
those on the chalice: birds are found on objects from 
other workshops in the treasury of San Marco, such 
as the reliquary of the Holy Blood (Hahnloser 1971, 
no. 128) and the rock-crystal candlesticks (nos 38-39), but 
these birds are engraved or nielloed, not worked in 
relief, and do not show the same naturalism, precision or 
inventiveness. Even though they are closer to the foot of 
the serpentine chalice in being embossed, the fantas- 
tic animals on the reliquary of the Holy Blood in San 
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Stefano in Venice (Venice, fourteenth century; Hahnloser 
1971, pi. cxxx) cannot be attributed to the same hand. 
In fact the craftsman responsible for the mount of the 
serpentine chalice, quite different from the one who 
worked on the incense-boat, seems to have been an 
outstanding and highly original craftsman, even if his 
work is related in many ways to contemporary Venetian 
craftsmanship. He must have been active in the first 
decades of the fourteenth century, as the chalice is de- 
scribed in the inventory of 1325: "a mortar with a silver 
foot, decorated above with silver, which is of serpentine 
stone" (Gallo 1967, 280, no. 9). The phrase "mortar... of 
serpentine stone" leaves no doubt as to the identity of 
the object, but there is no trace in subsequent invento- 
ries of the silver mount, whether lid or rim, which once 
surmounted the object. 

D.G.C. 
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Stone incense-boat 

Stonework: Byzantine, 12th century (?). Metalwork: Venetian, about 1320-40 
Steatite (?), silver gilt. Height 100 mm, length 230 mm 

Tesoro, no. 82 



The vessel has been worked from a semi-translucent 
grey stone tending to green, which is soft, as is shown by 
scratches on the exterior. In the interior, which is less 
polished, the stone appears duller and lighter green. In 
the 1733 inventory the stone is considered to be a marble: 
"Una navetta grande di verde antico, lavorata a sonde di 
melone, con coperchio e piede dorato" (Gallo 1967, 351, 
no. 46). It was described in the valuation of 1801 as "7 
Navicella dipietra tenera" (Gallo 1967, 361, no. 173). In 
1816-20, Cicognara valued the object at 250 lire, ques- 
tioning the nature of the stone and analyzing it thus: 
"Navicella da incenso di una specie curiosissima d'ala- 
b astro tenero gessoso come il moderno di Volterra, verde, 
trasparente, e tinto probabilmente...; merita osservazioni 
per le indagini sulla materia" (Gallo 1967, 365, no. 18). 
Following Pasini, who defined the stone as a marble 
"serpentino talcosd\ it was long considered serpentine. 
In the recent catalogue of the treasury, which is more cir- 
cumspect, the incense-boat is considered to be made 
of a soft talckoid stone. Although its slight translucency 
is rarely found in this material, it could be a type of stea- 
tite (crystalline talc). Steatite was in fact widely used 
throughout the Byzantine empire. Easy to work, it was 
especially favoured for small reliefs like that decorating 
the bottom of the incense-boat; there is, however, a 
large steatite paten in the treasury (Hahnloser 1971, no. 
69, pi. lix). 

In any case, the soft stone has been perfectly worked. 
The incense-boat has eight gadroons, separated on 
the interior by slender flat fillets. A relief at the bottom 
represents a saint drawing a sword; he is identified by an 
inscription as St Demetrios. The bowl has an octagonal 
base cut from the same piece of stone. The inscription 
and the style of the relief are enough to show the Byzan- 
tine origin of this piece. There are, moreover, a number 
of other round or oval hardstone bowls which are probably 
Byzantine and which have the same gadrooned shape. 
Several apparently Classical sardonyx bowls are deeply 
cut with gadroons all the way around the interior (e.g. 
no. 11), but the appearance of the exterior is barely 
affected by them; the gadroons hollowed out of the inte- 
rior of this incense-boat and of other objects related to 
it, however, project prominently on the exterior. Byzan- 
tine hardstone objects with gadroons were possibly in- 
spired by Sasanian precious metalwork, which includes 
bowls with the same shape as the incense-boat, such 
as one in the Hermitage, Leningrad, dated to the seventh 
century (fig. 43 a; Hahnloser 1971, pi. xcm). Finally, in 



Western hardstone-carving there are examples of 
objects with gadroons, such as the jasper bowl made for 
the due de Berry and now in Bourges (Les Fastes du 
Gothique, 1981-2, no. 177). 

Similar objects are, first, a group of sardonyx vessels. 
A round bowl in the Louvre from the French royal col- 
lections (fig. 43 b) shows a lack of technical accomplish- 
ment; thick-walled and of unequal height, it is formed 
by six gadroons. A vessel from Saint-Denis (fig. 43 c; 
Paris, Bibliotheque Nationale; Montesquiou-Fezensac 
and Gaborit-Chopin 1977, 59-60, pi. 44) has ten gad- 
roons. On these two objects the fine groins separating 
the gadroons are not always straight or properly lined up 
with each other; they disappear, without meeting up, 
in the middle of the bottom of the vessel, which is not 
properly centred in the case of the vessel from Saint- 
Denis. The two objects each have a low base, concave on 
the underside and surrounded by a flat rim of varying 
thickness. On a round sardonyx bowl now in the Pitti 
Palace, Florence (fig. 43 d; Holzhausen 1929, fig. 8) the 
six gadroons are separated by rounded groins which stop 
at the edge of a round concave base; the small broken 
base has been supplemented with a marble one. Ano- 
ther bowl in the Louvre, remounted in the seventeenth 
century, belonged to Louis xiv (fig. 43 e); it is carved in 
the shape of a shell, with nine gadroons and no base. 
Finally, an oval sardonyx bowl with eight gadroons (fig. 
43 f; Schnitzler 1957, pi. 110), also without a base, is 
mounted on the ambo presented by the Ottoman emperor 
Henry n to what is now Aachen Cathedral. 
Besides these sardonyx vessels, the same sort of shape 
can be found in rock-crystal on a flat-bottomed chalice 
with six gadroons in San Marco (fig. 43 j; Hahnloser 
1971, no. 64, pi. lvi). It should also be noted that the 
large rosette with six lobes hollowed out of the alabaster 
paten in the same treasury (no. 18) projects on the 
underside in exactly the same way. 
The Byzantine mounts of these last two pieces date from 
the tenth or eleventh century. The Aachen bowl was 
made before the ambo, which was in place early in the 
eleventh century, while the vessel from Saint-Denis 
received its mount in the West during the first half of 
the same century. This group of objects can be dated 
to the tenth century. However, for various reasons, the 
incense-boat seems to be later. First, there is the very 
unusual nature of the stone. It was possibly used 
because stone as beautiful as the sardonyx from which 
the above-vessels were made was no longer available. 



292 




293 




294 



The incense-boat is actually of superior workmanship 
to these vessels, partly, it is true, because of the softness 
of the stone. Tenth to eleventh-century Byzantine 
hardstone vases have no relief decoration. Thanks to the 
technical mastery acquired, a relief decoration reappears 
here, as on the serpentine vessel (no. 42), which is probably 
contemporary; both recall the principle of Classical 
cameo vessels. Finally, the base of the incense-boat is 
very different from those of tenth and eleventh-century 
vessels in being polygonal, a shape which reappears on 
bases of Western vessels dating from the fourteenth and 
fifteenth centuries. In the absence of any intermediate 
pieces, however, it is impossible to date the incense- 
boat much later than the group of sardonyx vessels, 
and it seems logical to place it in the twelfth century, 
perhaps as Ross suggests, in Thessaloniki, where the 
cult of St Demetrios was important. 

D. A. 

Metalwork 

A double collar consisting of saw-tooth leaves has been 
fitted to the sides of the foot of the hardstone bowl. The 
tapering silver-gilt base, attached to the underside, is set 
back from the outline of the hardstone foot; its eight 
rounded lobes correspond with the eight sides of the ves- 
sel. Its embossed decoration consists of vigorous scrolls 
of rounded tendrils bearing three and five-cusped leaves 
and enclosing broad vine-leaves, against a pounced 
ground. The bottom of the base is a band pierced with 
quatrefoils, and a double moulding. The lid comprises 
two flaps with a central hinge; it is attached to the rim of 
the steatite bowl by saw-tooth leaves similar to those 
joining the vessel to its silver base. Two small cast 



statuettes act as handles (one of the flaps is now shut). 
The traces of six settings for stones are visible around 
stamped relief medallions of half-figures of the Virgin 
and Child and of Christ blessing and holding a cross. 
The leaves embossed on the base have been compared 
by Hahnloser to the decoration on an extensive series of 
Venetian precious metalwork. The same characteristics 
are found, with slight variations, on rock-crystal pyxides 
at Zara, Treviso, and Massenhausen (fig. 43 h) and on 
chalices at Modena and Baierdorf (Hahnloser 1971, pi. 
CLi); to these should be added a chalice in the Fitz- 
william Museum, Cambridge (fig. 43 g). The "casket of 
the fourteen saints" in San Marco (no. 44) can also be 
attributed to this workshop, which was active around 
1320-30. Another group of Venetian precious metal- 
work, including the arm-reliquary of St Theodore made 
in 1321, also jn San Marco, and similar reliquaries in 
Chioggia (Hahnloser 1971, no. 153, pis cxnv- cxlv) 
is very close, in certain details of the foliage, to the 
mount on the incense-boat. The reliquary-casket of 
St Chrysogonos at Zara, a Venetian work of 1326 
(Hahnloser 1971, pi. cxnv, no. 9), is also related to the 
products of this workshop, although less closely: the 
workmanship is stiffer and more formal. On the other 
hand, a reliquary in Santa Maria del Giglio, in Venice, 
(Hahnloser 1971, pi. CLi), which lacks both vine-leaves 
and closed scrolls, seems to be of another type, closer to 
the mount of the serpentine chalice (no. 42). This chalice, 
despite links with the mount on the incense-boat, 
seems to show too much originality compared to the rest 
of the group to allow it to be attributed to the same hand, 
as proposed by Hahnloser in establishing a workshop of 
the "Maestro del Serpentino". Besides, it is possible that 
the chalice mount, recorded in the 1325 inventory, is 
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earlier than the mount on the incense-boat, which was 
not mentioned in 1325. 

The workshop responsible for the foot of the incense- 
boat and the related workshops were evidently inspired 
by the embossed scrolls with foliage and broad flowers of 
earlier Byzantine work (e.g. no. 12). The same motif on 
closed scrolls encircling foliage, although with small 
leaves on stalks and more jagged vine-leaves, was also 
taken up by another contemporary Venetian workshop, 
which worked on a casket of relics of various saints 
(Hahnloser 1971, no. 155, pi. cxlvii). These diverse 
examples in fact prefigure the scrolls and foliage motifs 
on the inner borders of the Pala dVro, made between 
1342 and 1345 (Hahnloser 1965, // Tesoro, 108-9). This 
type of decoration is not, however, confined to Venice, 
and vine-ornament was produced all over Europe during 
the first half and around the middle of the fourteenth 
century, although perhaps as a result of Italian influence 
(e.g. exh. cat. Les Fastes du Gothique, 1981-2, nos 193, 
206 B, c, m). 

Comparisons for the statuettes on the lid, with their 
dumpy proportions and rather limp drapery, include sev- 
eral Italian works, such as the statuettes surmounting 
the Venetian reliquaries in Treviso and Bari (no. 36; 
fig. 36 d) and in Massenhausen, or those supporting the 
monstrance, also Venetian, in the abbey of Charroux 
(fig. 43 i; exh. cat. Tresors des eglises de France, 1965, no. 
345). These are therefore contemporary with the base of 
the incense-boat. On the other hand, the style of the 
medallions on the lid, with flowing, curving drapery, 
clearly seems earlier than 1300. The craftsman may of 
course have re-used fragments from an older mount, a 
hypothesis supported by traces of solder around the 
medallions. This would imply that a silver foot made 
around 1320-30 was fitted to an at least partly extant 
earlier mount and explain the rather poor attachment of 
the incense-boat to its metal foot, on which it is badly 
centred, and the relative clumsiness of the profile of the 
object. 

D. G. C. 



Bibliography: Pasini 1885-6, 66, no. 128, pi. Liv, fig. 128. Molinier 1888, 98, 
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Reliquary-casket of fourteen Eastern saints 

Venice, about 1320-30 

Silver-gilt, niello, rock-crystal. Length 338 mm, width 154 mm, height 95 mm 
Tesoro, no. 135 (listed in the 1634 inventory: n, no. 14) 



This gilt silver casket with twelve haloed busts of East- 
ern saints beneath an arcade of trilobed arches on the 
two longer sides was intended to hold the relics of these 
saints and two others, not presently depicted. A band 
of narrow niello inscription riveted just below the lid 
identifies each bust. Across the front, this band reads: 
S[ANCTI] ERMOLAI, S[ANCTT] ANDREE, S[ANCT1] 
ANASTASII, SA[NCT.E] BARBARE, S[ANCTI] 
PARTHOMIO, S[ANCTI] P ANTALEO [N]I S. The in- 
scription above the busts on the back reads: S[ANCTI] 
ECHAIO, S[ANCTI] MARTINI, S[ANCTI] ANELO- 
DISTI, S[ANCTI] YGNACHIO, S[ANCTI] BLASII, 
S[ANCTI] VAVILE AP[OSTO]L[I]. The niello inscrip- 
tions on the ends are missing. Hahnloser proposed that 
they could have given the names of Cosmas and Damian, 
which are mentioned in the later inscription on the present 



plain silver lid. These two saints could have been represent- 
ed on the lid before its replacement by the present one. 
The lid, which is made of one piece of silver, includes the 
frame of dentils which holds the large, thick crystal in the 
center. Hahnloser compared the method of holding the 
crystal with similar mountings on several examples of 
Venetian metalwork in the treasury, four of which are in 
the exhibition (nos 38-39, 42, 43). The crystal was in- 
serted so that the wrapped relics within, now missing, 
could be seen. The niello inscription reads laterally: 
IT:IN NISTA CASELA SUNT HAEC IN PRIMO 
CALTO DE RELIQUIA SANCTI ECHAIO ITEM IN 
S[E]C[UN]DA DE RELIQUIA SANCTI MARTINI IN 
TERCIA DE RELIQUIA SANCTI PANTHALEONIS 
ET S[ANCTI] ERMOLAI 4. COSME ET DAMIA- 
NI 5. BLASII ET ANELODISTI 6. S. YGNACHIO 
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7. ANDREE APOSTOLI 8. ANASTASII DE PERSIA 
9. DE CAPILIS SANCTE BARBARE 10. S[ANCTI] 
PARTHOMIO EO DE LAPSACE 11. S[ANCTT] VAVILE 
APOSTOLI. The lid still retains its original, pearled frame. 
Six tongue-and-groove hinge-like clasps once secured 
the lid tightly to the frame of the front and back sides. 
The short sides of the casket are each dominated by two 
relatively large yet symmetrically foliated vines with 
clusters of fruit rendered in low relief against contrasting 
stippled backgrounds. These decorations completely fill 
the wide yet incomplete trilobed arches which join at 
centered supporting columns with foliated capitals and 
bases. An oculus with molded frame is placed directly 
above, against the smoothly burnished area between the 
arches. Like the arches themselves, the oculi at the outer 
sides are interrupted by the corner border. This border, 
at the sides as well as across the bottom, is pearled, as are 
also the upper surfaces of the arches. 
This scheme continues in part, and in slightly higher 
relief, on the long sides. The busts are rendered in relief 
against the stippled background beneath the arches in 
place of the rinceaux. The arcades are more pleasingly 
proportioned and are complete, corner to corner. The 
small oculi, each of which must have had an inset enamel 
or stone, continue in series, only to be cut at the corners. 
The vertical borders at the side and the horizontal one 
below the arcade are again pearled. The overall decora- 
tive scheme is especially similar to the upper register of 
another Venetian reliquary-casket in the treasury which 
was made at about the same time (fig. 44 a; Hahnloser 
1971, no. 155). The foliate motifs and stippled back- 
grounds are also related to this work, as well as to such 
other contemporary Venetian works as the bases for the 
serpentine chalice and navicella, both in the exhibition 
(nos 42, 43). These foliated vine tendrils against stippled 
backgrounds, together with the related and slightly later 
examples in the cornice of the Pala d'Oro, reminded 
Hahnloser of the Byzantine multiple vine tendrils on the 
back of the icon with the bust of Michael (no. 12). 
The busts that decorate the casket of the fourteen saints 
derive from Byzantine tradition in more obvious ways, 
especially in the head types, drapery configurations, and 
gestures. Contrary to Hahnloser's suggestion, there is 
very little in these busts which suggests the Gothic style 
of the tondo busts in the cornice of the Pala dVro. The 
Venetian goldsmith working on the reliquary-casket 
seems to have been almost completely dominated by 
Middle Byzantine conventions, well represented in the 
enameled icons and bookcovers of the treasury. 
Middle Byzantine figure-style in low relief was also avail- 
able in the serpentine chalice in the exhibition (no. 42) 
and must have also been available in the form of Middle 
Byzantine ivory carvings. The Venetian artist varied his 
selections from this tradition: five of the busts are half- 
tondo (truncated below the waist by a curve) while the 
remainder are horizontally cut by the frame (as, for 
example, in the well-known Apostles Casket in the Bar- 



gello in Florence (fig. 44 b; cf. Goldschmidt and Weitz- 
mann 1930, no. 99, pis lviii-lix). The costumes vary fol- 
lowing Byzantine types with buckled togas, mitered 
bishops in full vestments, and tunics with loosely open 
mantles. The hand gestures are also typically Byzantine 
and are shown either pointing or with palm out in a gesture 
of faith, as noted by Hahnloser. (Usually only one hand 
is shown, however: the exceptions may be seen in the 
two central busts on the front and the one immediately 
to the left. Two hold books with the other hand, and the 
female saint holds a cross, which is a replacement.) 
The male head-types are also Byzantine in character, and 
include youthful, beardless examples as well as fully 
bearded ones. Indeed, one might at first think that the 
representations are of a series of apostles together with 
the bishop saints and one female saint. Hahnloser saw a 
resemblance to the Byzantine Deesis represented in the 
series of three saints on the front singled out above and 
beginning with the second example from the left, the 
one labeled S[ANCT]I ANDREE. This saint, while 
Christ-like, reminded Hahnloser of John the Baptist. 
The next figure, even more Christ-like, could even be 
confused with Christ. The female saint suggests the 
Virgin Mary. While such an order reverses that of a true 
Byzantine Deesis - Saint John the Baptist should be on 
Christ's left - such resemblances underscore the eclectic 
predilection of the Venetian goldsmith who made them. 
Hahnloser left open the problem of whether the Vene- 
tian goldsmith had more or less freely based his series 
of busts upon the Byzantine models or whether he 
had used a matrix or mold taken directly from a Byzan- 
tine work. 

It is difficult to date the reliquary-casket, therefore, on 
the basis of the style of the relief busts. However, the 
ornamental scheme may be seen as roughly contempo- 
rary with the cornice of around 1336 of the altar-frontal 
in the exhibition (no. 40) and earlier than the cornice of 
1343-5 of the Pala dVro, as indicated by Hahnloser. 

W.D.W. 



Bibliography: Pasini 1885-6, 85, pi. LXIV, fig. 158. Molinier 1888, 102, 
no. 146. Hahnloser 1965, // Tesoro, 111, pi. lxxviii. Gallo 1967, 313-4; 
382, no. 6; pi. 27, fig. 50. Hahnloser 1971, 136, 157-9, no. 154 (Hahnloser), 
pis CXLVI-CXLVII. 
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Rock-crystal bowl 

Rock-crystal: Parisian, mid-14th century (?). Metalwork: 14th century (foot), 
and later 

Rock-crystal, silver-gilt, gold. Height 134 mm, diam. 191mm 
Tesoro, no. 51 

The bowl does not seem to appear in the inventories of 
the treasury until 1733, when it can be identified among 
the rock-crystal vessels either as "Una tazza grande a 
sonde ornata d'argento" (Gallo 1967, 353, no. 123) or, 
more convincingly, as "Altra tazza grande lavorata a 
sonde con piede e fornimenti d'argento" (Gallo 1967, 354, 
no. 127). It is described in 1816 in Cicognara's catalogue 
(Gallo 1967, 371, no. 3). 

The circular rock-crystal bowl is decorated in continuous 
relief on the exterior with flat gadroons, spirally arranged. 
It rests on a silver-gilt foot with stamped ornament. Once 
much taller, the upper part of the object suffered con- 



siderable damage and was then made good with a deep 
undecorated silver-gilt rim and a lid. The lid is now mis- 
sing, but traces of a hinge survive. 
Attached to the foot through the plain round centre of 
the crystal is a gold disk decorated with a pounced 
heraldic shield. It bears a complete dragon which Hahn- 
loser considered to be the arms of the Buoncompagni 
family, though these are supposed to show a demi-dm- 
gon. The pounced technique suggests that the medal- 
lion was added in the fifteenth or sixteenth century. 
According to Hahnloser, the Buoncompagni family can- 
not be traced in Venice until the end of the sixteenth 
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century, which explains why, if they presented the bowl 
to the treasury, it is not recorded in the early inventories. 
Lamm and Pazaurek were the first to relate the bowl to 
a homogeneous group of shallow bowls cut from pure 
rock-crystal, with or without small bases all with the 
same wavy decoration. The group includes six other 
round bowls, smaller than the example in Venice, in 
Stockholm (Hahnloser 1971, pi. cliv, no. 3), in Seville 
Cathedral (Hahnloser 1971, pi. cnv, no. 6), in the 
Munich Schatzkammer (fig. 45 a; Thoma and Brunner 
1964, no. 40, figs 14-5), and in the Wurttembergisches 
Landesmuseum in Stuttgart (fig. 45b; Landenberger 
1973, 12). The two remaining examples are in the 
Grimes Gewolbe, Dresden (Sponsel 1925, 1, pis 6, 8). In 
addition there are two famous reliquaries each formed 
by two oval bowls of the same type joined together. The 
first of these is in Prague Cathedral (Podlaha and Sittler 
1903, nos 47-8); the second is also in Czechoslovakia, in 
the church of Stara Boleslav (Hahnloser 1971, pi. 
cxxxi). Finally, two other round bowls have been used 
(or re-used?) as the lids of two rock-crystal containers: a 
pyx in Cividale Cathedral (Hahnloser 1971, pi. CLIV, fig. 7) 
and a reliquary in San Lorenzo, Florence (fig. 45 c; 
Heikamp 1974, no. 30, fig. 53). 
These objects are patently Western works of the four- 
teenth century, as is shown by their overall shape and in 
some cases by their mounts. The Venice, Seville, Prague 
and Stara Boleslav bowls, indeed, have mounts totally or 
in part datable to the fourteenth century. These have few 
distinguishing features, except for the last example, 
which is certainly of Venetian workmanship. Because of 
this, Hahnloser has attributed the whole group to Venetian 
craftsmen, and it is true that three of the group are in 
Italy today. Yet the curious form of the Stara Boleslav 
reliquary, with two bowls placed together in illogical 
fashion, suggests that they were not originally designed 
for the Venetian mount which they now have. 
Pazaurek was the first to identify rock-crystal vessels of 
this type in fourteenth-century French royal collections, 
notably that of Louis of Anjou, brother of Charles v. In 
the inventory of his holdings drawn up between 1360 and 
1368 are "une coupe de cristal ondoiee" and "un flascon de 
cristal, ondoye en maniere de soleil" (Laborde 1853, 33, 
no. 171 ; 54-5, no. 328). An inventory of 1379-80 lists four 
pieces of the same kind in his collections: "une coupe de 
cristal, garnie d'argent dore... Et la coupe et le couvercle 
sont de cristal ondoiez comme rays de soleil, et par les bors 
sont garnis d'argent dore", an example which recalls the 
Prague reliquary; the rock-crystal flask in the previous 
inventory; "un flascon de cristal garni d'argent dore..., et 
leditflacon est bellonc f fait comme rais de soleil ..."; and 
flascon de cristal, garni d'argent dore...et le ventre du 
flascon est de cristal comme a rais de soleil..." (Moranville 
1906, nos 893, 2200-2). In 1380 Charles v himself owned 
a bowl "le pie d'argent dore et le hanap, tors, de cristal, 
sans autre garniture'", and " ung petit pot de cristal, tors, en 
fafon d'un gobelet" (Labarte 1879, 222, nos 1957, 1960). 



In 1401 his other brother, the due de Berry owned "un 
grant vaisseaul rond, de cristal, de deux pieces pareilles, 
faictes en maniere de soleil, qui pevent servir d dragouer, 
garnies d'argent dore" (Guiffrey 1896, II, 43-4, no. 312), 
which recalls the reliquary in Prague. The Prague and 
the Stara Boleslav reliquaries are said to have belonged 
to the uncle of these princes, Charles iv, who stayed in 
Paris. It is difficult to believe that these repeated men- 
tions all concern imported items, since Parisian crystal- 
cutters seem to have been active at the time. It is more 
reasonable to attribute these vessels, provisionally, to 
Paris rather than Venice. 

D.A. 

Bibliography: Pasini 1885-6, 62, pi. xxxvn, no. 67. Molinier 1888, 90, 
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Reliquary of the Column of the Flagellation 

•Venice, 1375 and 1489 

Silver, partly gilt, granite. Height 670 mm, max. width 192 mm 
Santuario, no. 59 (listed in the 1580 inventory: no. 6) 



Pasini suggested without confirmation with authorita- 
tive sources that the relic, a piece of granite as big as a 
fist, may have been brought to Venice in 1125 from 
Constantinople together with St Isidore's bones by the 
doge Domenico Michel (Pasini 1885-6, 3 1 ; Gallo 1967, 99). 
According to the inscription, however, the reliquary itself 
was commissioned in 1375 by the procuratori Michele 
Morosini (elected doge in 1382) and Pietro Corner. 
Modifications were made in 1489 by Vido, a master from 
the goldsmith workshop at St Zuminian (Gallo 1967, 
100). This presumably meant the replacement (or new 
creation) of the crucifix and its rounded support above 
the relic. Large sums were paid in 1721 for a gilded 
pedestal, which is now lost (Gallo 1967, 100). Also, 
according to Hahnloser, Christ's hands, feet, and cord 
were repaired at this time. 

The inscription appears in the eight small niello plaques 
presently around the top of the capital and just beneath 
the relic. While incorrect in their current sequence, this 
inscription originally read: MCCCLXXV QUES/TA 
PIERA E PROP/IA DELA CHOLONA/CHE XPO FO 
BATUD/O. MIS. MICHIEL/MORESINI.MIS.PI/ERO. 
CHORNER PR/OLATORI FE FAR ("1375. This stone 
belongs to the column on which Christ was struck. 
Ordered by Michele Morosini and Pietro Corner, Pro- 
curatori"). 

The reliquary, which exceeds in size and weight all 
others in the treasury, is worked in heavy silver and is 
well preserved. The broad rhomboidal base, scalloped in 
plan, is constructed with two platforms, the upper one 
supported above the lower one with an arcade of low tri- 
lobed pointed arches. Above this and supporting the 
base of the column may be seen an octagonal openwork 
socle from which projects a stool with cusped arches. 
The large figure of Christ stands on this stool. The broad, 
smooth column with an octagonal base and capital, rises 
at the center of the composition. Hahnloser suggested 
that this column could have been part of the restoration 
of 1489. The relic is secured by four grooved bands tied 
with a horizontal wire. A domed cap above the relic sup- 
ports the small crucifix. The modeling of the corpus, 
including the linear emphasis on the ribs, led Hahnloser 
to assume that this portion of the reliquary was definitely 
a product of the 1489 restoration. 
The large standing Christ with head bent in resigna- 
tion is the focal point of the lower part of the composi- 
tion. The transverse and flanking vertical folds of the 
loincloth (perizonium) reinforce the impression of sym- 



metry. Christ's sensitively modeled head with parallel 
strands of hair, softly curled beard, and parted lips pre- 
sents an understated expression of suffering. The torso 
and arms are smoothly modeled, with little accentuation 
of musculature. Unlike the torso of the crucifix, the only 
linear accents are slight, as around the nipples and in the 
few hairs on the chest. (The crown of thorns and the 
hands are new.) The figure is benign, and thus it stands 
in strong contrast to the dramatically expressive figures 
of the tormentors on either side. These figures are remark- 
able for their striking gestures, their active stance, vio- 
lent and bony faces with mouths open as if they were 
screaming, and their rough, curly hair and beards. They 
are dressed fashionably with heavily padded short coats 
with large buttons, low-slung belts with suspended 
purses, tight hose, and pointed shoes. Hahnloser observed 
that, despite the fact that their whips are today missing, 
their decisive gestures and abruptly angled right arms 
have a very drastic effect, which is just as intense when 
viewed from behind. 

Venetian trecento miniature paintings depicting this 
subject, especially as in the Mariegola manuscripts, pro- 
vide iconographical and compositional antecedents for 
the reliquary with its gentle figure of Christ contrasted to 
the animated poses of the scourging men (Wixom 1961, 
14-25, no. 4, figs 17-9). The new elements in the reliquary 
lie in the contemporary costumes of the tormentors 
and in the vivid expression of their bearded faces. Could 
these heads date from the 1489 restoration? Their very 
expressiveness seems to approach that of certain works 
by Riccio (Andrea Briosco, about 1470/5-1532). This 
great Paduan sculptor's seated satyr in the Bargello or 
his "shouting" equestrian warrior in the Victoria and 
Albert Museum come to mind (Pope-Hennessy 1958, 
fig. 148 and pi. 126 respectively). The crucial question is 
whether the heads of the tormentors are made one piece 
with the body or whether they were inserted. If the for- 
mer, these heads are exceedingly daring and precocious. 
Regardless of this uncertainty, the reliquary of the 
Column of the Flagellation is a rare early example of 
what Hahnloser has called a "talking reliquary" ("reli- 
quario parlante"), in which the activity of the represent- 
ed figures makes clear the meaning and origin of the relic 
the work enshrines. There appear to be only four Euro- 
pean metalwork reliquaries of this type which are earlier. 
These are the reliquary of the Holy Sepulchre, a north- 
ern French work of about 1300, in Pamplona Cathedral 
(Steingraber 1967, 156-66), the reliquary of the arm of 
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St George (no. 41), listed in the 1325 inventory of the 
San Marco treasury, the Simeon reliquary, an Aachen 
work of around 1325-50, in the Aachen Cathedral treas- 
ury (Grimme 1972, 82-4, no. 64, col. pi. x, pis 77-8), and 
the reliquary-monstrance of the Holy Thorn, made in 
Prague in 1347-9 and residing in the Walters Art Gallery 
in Baltimore (exh. cat. Die Parler, 1978, n, 702-3, col 
pi. 22). Being of comparable quality, being of greater 
size, and being the last in an early series, the present 
work takes on a special importance. Then also, as has 
been indicated by Hahnloser, it had a significant follow- 
ing in two reliquaries of the same subject: a Paduan late 
fourteenth-century example in the Basilica del Santo in 



Padua and a Venetian reliquary of the early fifteenth cen- 
tury in the Louvre (fig. 46a). 

W.D.W. 



Bibliography: Pasini 1885-6, 31-2, pi. xxvi, fig. 32. Molinier 1888, 85, 
no. 22. Hahnloser 1965,7/ Tesoro, 82-3. Gallo 1967, 44, 99-100, 113-5 ; 302, 
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fig. 25. Hahnloser 1971, 166-8, no. 164, pis CLVl-CLVll. 
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Pastoral staff 

Venice, about 1420 

Silver, partly gilt, on wood core. Length 1940 mm 
Tesoro, no. 30 (listed in the 1524 inventory: no. 33) 



According to Steingraber, this pastoral staff was used by 
Primates of San Marco and at present it is used by the 
Patriarchs during the most solemn and holy festivals. 
The staff, octagonal in cross-section, has eight segments 
assembled end to end over a wood core. In each seg- 
ment, vertical facets with engraved leaf-patterns against 
cross-hatched backgrounds alternate with facets with 
openwork backed with silver panels without gilding. 
Arising from an encircling balustrade are six volutes 
separated by arched panels with a repetition of the blind 
openwork observed on the staff. 
The volutes support a large knob which is a visual feast of 
architectural and figurative detail, and which is itself 
divided into several horizontal zones, one above the 
other. The lowest zone is a drum with cast and applied 
figures of cherubs alternating with still another variation 
of the blind openwork, here pointed quadrilobes over 
ungilt sheets of silver. The most massive zone just above 
is divided into eight architectural niches with cast and 
individually secured figures in armor, who stand singly 
on each of the small rounded and projecting pedestals. 
The heads of these figures recede into the shadows of the 
arched canopies above. Smaller bracketed and uninhabited 
canopies are inserted between the larger ones. The next 
zone is filled with a continuous series of gabled and 
cusped arches over perforated niches backed by sheets 
of ungilt silver. Another series of cast standing figures in 
armor stands outside the niches. A circular balustrade is 
the uppermost element of decoration of the knob. 
In contrast to the many cast portions of this very intricate 
knob, the curved and foliated crook is made of dove- 
tailed repousse sections. Only the statuette of St Mark is 
cast. Steingraber saw here a difference of two styles: that 
of the staff, the knob, and the statuette of St Mark on the 
one hand, and that of the crook on the other hand. The 
first he dated in the early fifteenth century and related to 
several objects from the Venetian workshop of the Sesto 
family, such as the chalice of about 1420 in the treasury 
(fig. 47 a; Hahnloser 1971, 181, no. 173, pi. clxxiii). The 
crook was dated by Steingraber in the first half of the 
sixteenth century as an example of the High Renais- 
sance and as an element substituted for a presumably 
damaged crook from the earlier period. 
The last part of this conclusion is not entirely required 
nor completely convincing. Some elements of the fo- 
liage on the crook, such as the way the leaves follow the 
overall form and the manner in which the veins on the 
leaves are engraved, find parallels in the details of other 



objects coming from the Sesto family workshop, as for 
example the foliated volutes of the reliquary of the Pre- 
cious Blood, of about 1420, in the treasury, and of the 
cross of around 1420-30 in Bergamo (Hahnloser 1971, 
pis clxx, clxxii). The perfect proportional relationship 
between the St Mark figure and the crook is another tel- 
ling factor, all the more because this figure closely 
resembles in its drapery and stance the figure of the 
mourning St John on the Bergamo cross. 
According to the 1845 inventory, the crozier has been 
restored (Gallo 1967, 398, no. 118). 

W.D.W. 
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Glossary 



ambo: pulpit. 

amphora: two-handled vessel for liquids, 
ampulla: flask, esp. for holy water or oil. 

Anastasis: resurrection, esp. Christ's descent into hell and his 
resurrection of the dead. 

antependium: altar-frontal, pala or paliotto in Italian. 

anthemion: ornament based on honeysuckle. 

arabesque: decoration based on geometric shape but composed of 
flowing lines, tendrils, &c. 

architrave: lowest part of entablature; horizontal member, lintel, 
transom. 

artophorion: container for eucharistic bread; tabernacle; pyx. 

atrium: open courtyard in front of church, usually colonnaded. 

augustus, augusta: rank; Latin equivalent of basileus, basilissa 
{q.v.y 

baldachin, baldachino: domed or pedimented canopy supported on 
columns. 

basileus, basilissa: emperor, empress. 

basilica: longitudinal as distinct from central-plan church. 

basse-taille: v. enamel. 

bema: platform on which altar stands; sanctuary of church. 

brandea: wrapping of holy relic; cloth or other material brought 
into contact with relic to absorb its powers. 

cabochon: precious or semi-precious stone when merely polished, 
without cut facets, often imitated in glass. 

cameo: (raised) relief; a precious or semi-precious stone so carved. 

caryatid: sculpted figure serving as a column or other support. 

chasing: technique of working metal from the front with chisels or 
similar tools. 

chiton: garment fastened at shoulder and tied round waist, worn as 
undergarment or for freedom of movement (e.g. by huntsmen). 

chlamys: mantel or cloak fastened by clasps at right shoulder. 

chronography: chronicles and historical accounts arranged in date 
order, e.g. the Chronography of Michael Psellos (1018-96), cover- 
ing the years 976-1078. 



ciborium: canopy over altar; smaller canopy on columns, housing 
receptacles containing the eucharist; pyx. 

codex: bound book with leaves (usually of parchment). 

colobium: long undergarment or tunic, with or without sleeves. 

cloisonne enamel: v. enamel. 

crozier: bishop's or abbot's staff, crook. 

cyma: form of curved decorative moulding. 

Deesis: iconographic group consisting of Christ between the Vir- 
gin and St John the Baptist, who intercede with him; other figures 
can flank this basic group. 

Dormition: v. Koimesis. 

duecento: thirteenth century. 

Ecclesia: personification of the Christian Church and the New Tes- 
tament, cf. Synagoga. 

Elousa: iconographic type of representation of the Virgin with her 
cheek to that of the infant Christ. 

embossing: technique of working sheet metal from the back, with 
hammers and punches, to produce raised relief decoration on the 
front. 

enamel: glass heated to the point at which it melts and bonds with 
metal with which it is in contact. Cloisonne enamel: a form of en- 
amelling in which the different colours of glass are separated by 
metal strips set on edge (cloisons), which can also be used for inter- 
nal drawing and for inscriptions. Champleve enamel: a form of en- 
amelling in which the cells for the enamel are gouged out of the 
metal instead of being added to it, as in the cloisonne technique. 
Basse-taille enamel: a form of champleve where translucent en- 
amel is used, allowing figures or motifs chased or engraved in the 
metal to be seen through the coloured glass. 

engraving: technique of cutting patterns into a surface with a 
sharp tool. 

eparch: highest official in local government, the Greek equivalent 
of praefectus, prefect. 

epimanikia: decorative cuffs, e.g. on liturgical garments, 
eucharist: consecrated bread or wine. 

Exultet roll: scroll bearing a Latin text applicable to the ceremony 
of blessing the Paschal candle and often illustrated upside-down, 
to benefit the faithful as the scroll unrolled over the lectern or 
pulpit. 

filigree: v. Introduction p. 223. 
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gadroon: convex curve, opposite of fluting 
gemellion: bowl or basin for washing hands, 
glyptic art: the carving or engraving of hardstone. 
guilloche: pattern of interlace, plait. 

Hetoimasia, Hetimasia: preparation for the second coming of 
Christ, symbolized by an unoccupied throne, a cross and the scrip- 
tures, ready for the Last Judgment. 

himation: long loose outer garment. 

Hodeghetria, Hodegetria: iconographic type of representation of 
the Virgin holding the infant Christ, reproducing a greatly venerat- 
ed icon said to have been painted from life by St Luke. 

Iconoclasm: destruction of images; official ban on images in Byzan- 
tium lasting, with one interruption, from 726 until 843. 

Iconoclast: supporter of the suppression of images. 

Iconodule; supporter of the cult of images (cf. Iconoclasm, Icono- 
clast). 

iconostasis: partition dividing the sanctuary from the body of 
a church, used for the display of icons. 

imbricated: overlapped, like tiles or fish-scales. 

intaglio: sunk or hollowed out below the surface; a precious or 
semi-precious stone with incised decoration. 

knop: knob, usually not at an extremity. 

Koimesis: death, esp. of the Virgin, which is seen as mere 
sleep. 

kolt: pendant similar to an earring but attached to hair or head- 
dress and worn over the ears or at the temples. 

kosmitis: elevated screen dividing the sanctuary from the nave of a 
church (earlier than an iconostasis). 

Kufic: ancient Arabic script of geometric appearance, used for 
ornamentation and often imitated without the inscription having 
any meaning (pseudo-Kufic). 

lanceolate: shaped like a spearhead. 

lavra: restricted area. The Grand Lavra: monastery founded on 
Mount Athos in 962-3 by St Athanasius the Athonite. 

lectionary: book containing Gospel and other texts re-arranged in 
an order to suit the church calendar. 

Logothete: Byzantine imperial official, who could be, simulta- 
neously, equivalent to the Prime Minister, Chancellor of the 
Exchequer and Foreign Secretary. 

loros: imperial garment in the form of a long tabard or sash, 
embroidered and set with pearls. 

lunette: semi-circular shape, usually a niche or opening, 
mandorla: almond-shaped nimbus enclosing the whole figure. 
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mandylion: napkin, esp. for liturgical use; the Mandylion: napkin 
miraculously imprinted with the image of Christ's face. 

maphorion: long sleeveless tunic with hood. 

mappa: handkerchief; folded cloth (originally thrown down to start 
races) symbolic of high office. 

menologion, menology: compilation in church calendar order of 
accounts of the lives of saints. 

monstrance: reliquary or liturgical receptacle with rock-crystal or 
glass allowing a view of the relic or, commonly, of a consecrated wafer. 

Mosan: pertaining to the region of the river Maas, esp. its twelfth- 
century Romanesque art. 

naos: nave or whole body of a church. 

narthex: vestibule of a church. 

Nicopeia: iconographic type of representation of the Virgin pre- 
senting the infant Christ in both arms. 

niello: black alloy, usually acanthite (silver sulphide), used decora- 
tively to contrast with bright metal. 

nimbus: halo. 

oculus: round opening. 

omophorion: long white stole worn by bishops during the celebra- 
tion of the eucharist. 

opus veneticum: v. Introduction p. 233. 

orans: in an attitude of prayer, esp. with arms raised and out- 
stretched, or extended forwards, palms out. 

orant: person depicted orans (q.v.). 

paenula: woollen cloak covering whole body, with an opening for 
the head; liturgical garment of this type. 

pala, paliotto: v. antependium. 

palmette: ornament based on palm-leaf. 

Pantocrator, Pantokrator: iconographic type of representation of 
Christ Almighty, a half-length or standing (or enthroned) figure 
holding a codex in his left hand and blessing with his right. 

paten: dish for the eucharistic bread. 

patrician: one of the highest dignitaries of the empire; a military or 
civil title. 

Peribleptos: iconographic type of representation of the Virgin 
("who attracts the gaze of all"). 

perizonium: loin-cloth. 

phelonion: ecclesiastical cloak. 

phylactery: originally an amulet; small piece of parchment bearing 
passage from the bible, worn by Jews during prayer; small portable 
reliquary; strip of fabric with an inscription. 



pounced: decorated or inscribed with a punch or similar tool, either 
in all-over stippling or a row of dots. 

Proedros: high official in palace, government or Church, literally 
"he who sits in the first place". 

proskynesis: prostration (before Christ, the emperor, &c). 

pro the sis: offertory; part of church, usually to north of bema, where 
the ceremony of the prothesis is enacted. 

protome: fore-part. 

psalter: book containing the Psalms of David. 

putto: eros, cupid, cherub, small child in playful pose. 

quattrocento: fifteenth century. 

repousse: embossed, v. embossing. 

Rhenish: pertaining to the region of the river Rhine. 

rinceau: decorative scroll, usually vegetal. 

rotulus: manuscript in the form of a scroll, as distinct from a codex, 
or book. 

sedia: seat; Sedia (di San Marco): v. no. 7. 

sem6; strewn, sown, dotted all over with a motif. 

situla: small bucket, esp. for holy water. 

skyphos: drinking-cup. 

staurotheca: reliquary of the True Cross. 

stemma: open crown or diadem. 

sudarium: napkin, facecloth; shroud. 

superscription: anything written above; esp. the tablet affixed to 
the cross or above the crucified Christ's head. 

suppedaneum: footstool; cloth, dais or pedestal for Christ, the Vir- 
gin, saints, &c. to stand on; the wedge-shaped tablet under the cru- 
cified Christ's feet. 

Synagoga: personification of Judaism and the Old Testament, 
cf. Ecclesia. 

templon: chancel of a church; screen separating nave from 
chancel. 

tetramorph: symbols of the four evangelists rolled into one. 

Theotokos: title for the Virgin ("bearer of God"). 

thiasos: revelry of the Dionysiac entourage of satyrs, maenads, &c. 

thyrsos: wooden staff capped with leaves or a pine-cone finial, a 
common attribute of Dionysos and his entourage. 

titulus: v. superscription. 

tondo: round picture surface, medallion. 

torus: convex moulding of rounded profile. 



transenna: solid or pierced stone or metal slab serving as a balus- 
trade or grille, barrier between the sanctuary and the rest of a 
church. 

trecento: fourteenth century. 

trisagion: thrice holy; the liturgical invocation "Holy! Holy! 
Holy!"; the Holy of Holies. 

typikon: act of founding or endowing a religious institution; the 
charter recording such an act; a monastic rule. 

vermiculate(d): decorated with sinuous shapes, esp. like worm- 
tracks. 
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Anastasius, St: 237, 300, 302 

Andrew, St: 120, 124, 152, 258, 281, 300, 302 

Andrew i, king of Hungary: 46 

Andrew in, king of Hungary: 235, 258 

Anelodisti (Anatolius?), St: 300, 

Anianus: 278 

Ann, St: 152, 176 

Anna Comnena: 50 

Anno, St: 227, 235, 269 

Anthony, St: 133 

Anthony of Novgorod: 122 

Antioch: 243 

Apulia: 26, 66 

Aquila, St: 201 

Aquileia: 8, 13, 62, 277 

Ardeche: v. Pouzin 
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John v Palaeologos, Byzantine emperor: 42, 
52, 66 

Jerusalem: 176, 243; Holy Sepulchre: 20, 96, 
148 

Joachim, St: 152 
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